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The  plan  of  this  Method  is  entirely  new;   the  Author   having  brought   the  Common   Harp  and  the  H 
with  the  Double  Movement   into  a  comparative  point  of*  view,  and  united    all  their    relations  _ constantly  treat 
ins   *he  latter  as   a   sequel  to  the  former;    and   clearly    proves,  that  whoever  understands   the    one, will  inashoii 
time  be   perfectly  acquainted  with  the  other. 

Two   principle  difficulties  seemed  to  prevent'  Precepts  and    Examples    for  both    Harps    being  united 
in   one    Book   of  Instruction:  _  Is*, the  difference  in  the  Action   of  the   Pedals  on  the  Common    Harp  and  on  that 
with  the   Double  Movement  —  2n?  ,  the  difference    in  the  mode  of  Tuning   both   Instruments,  and  the    Key  best 
suited    to  write  Musical  Compositions   for  each  of  them .    The   Author    has.  however,  after    mature  reflection, 
found    that    these   difficulties   were  more  in  appearence  than  in  reality. 

Is* ,  The  difficulty  arising  from  the  difference  in  the  action   of  the  Pedals.   The  Harp   with  the  Double 
Movement    being  but  an   improvement  of  the   Common    Harp .  to  understand    the  new   mechanism  of  the  Ped  .. 
als,    a    previous  knowledge   of  the  Ancient    is  necessary.    There  are  on  both  Harps  seven  Pedal?,  which  are 
used  to  raise  their  respective   Notes  a    Semitone:  but  on  the  Common  Harp,   each    Pedal    c?>n   be   pressed 
down    but  uucp;  so  that  each  of  the  seven  Notes   of  the  Scale  can  be  raised  but  one    Semitone-,     on  the  out 
trary,    on  the  Harp   with  the  Double  Movement,  each  Pedal  being    pressed  once,   and  fixed  into  the  first 
Notch,  can  be  pressed    a   second   time,  and   fixed  into  the   second   Notch;  so  that  each  note  can  be   raised 
two    successive  Semitones.      By  this  means,  Modulation,  which  on  the  Common  Harp  was  confined  within 
the  narrow    limit  of  thirteen   Keys,  has  been  extended   to  twenty_ seven  Keys;  an    incomparable  advantage 
to  Composers  and    Performers  . 

2n.d,  The  difficulty  arlsinS    from  th:   difference  in  the  mode  of  Tuning  both  Harps  is  easily  remov 
ed.   The  Key  of  Eb,  being  the  Key  in  which  all  the    Pedals    are,  when  unfixed,  and   in  which  the  Com 
mon    Harp   is  tuned,  has  been  hitherto  considered    as  the  Natural  Key  of  that  Instrument:  but  this  is  a 
palpable  error,  for  it  would  be  as  absurd    to  assert  that    the  natural    Key   of  the  Violin  and  Violoncello 
is  A,  because    thet*  Instruments  are   tuned   from  that   Note.  The  Keys  and  Modes  of  Music  are  inde  _ 
pendent   of  the  Tuning  of  any  Instrument,  and   nothing  prevents    a    Performer  on  the  Common    Harp, 
after    having  tuned  it  in  Kb,  to  fix  the  three  Pedals  of    B.E.  and  A,  and  to  practise  his  Lesson? 
Exercises  in  the  Key  of  C  ,the   Natural  Key  of  Music  . 

To  render  this   Method   equally   adapted    to  both    Harps,   the    Author  has  written  all  the  Kxan 
and    Exercises    in  the   Key  of  C,  the   Natural    Key  of  Music,    and  which    on  the    New  Harp  beingthe 
Central    Key.  is  best  calculated    for  Modulation    either  By  Flats   or   Sharps;  for,  as  on  the  Harp  with 
Double  Movement     a    Performer    can   play   in  any  Key      whether  the  Tonic    be   taken    from  a  Natural 
Note    or  from   the   same    Note    made    Flat    or   Sharp,  the  easiest    mode   of   stady    for  the  Pupil  is  to 
Practise   all   his   Exercises    in  the   Key  of    C  :  then  with    little    or   no  difficulty  he  will  be  able 
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transpose    them    into   any  i   Flats   or  Sharps:    on  the   contrary,  were    he  at  first   to  practise  them 

in  the  Keys  with    Flats,  (-whi;  iu     !l    probability    be  more  puzzling  to  him,)    he  must  afterward- 

transpose  them  into   the  Natural    Keys,  before    he  can    practise    in   the   Keys  with    Sharps,  which  is   as 
absurd   as   a    Geometer    taking   any  other    point     than    the  centre   to    describe   a   circle  . 

This   Method  'may    appear  voluminous    to   some  readers,   but    the    Author  trusts,    that   whoever    per. 
uses    it    attentively,  will   find   nothing   useless   or    superfluous,  either  in  the   Precepts  or  Examples. 

The   general    principles    of    Fingering,  which    form    an   essential     p*art    in  the  Instruction  of  a  Harp 
Performer,    and    which     have   been    omitted    in   some  Instruction   Bookstand    treated   of   in  a  light  mainn" 
in    others,   are    in   this   Work    completely     developed ,  and    illustrated     by    numerous    Examples.    The   va; 
ious    means    of    attaining    Express  ion ,  a    requisite   so  essential    to   a    Performer,   are   also    minutely 
evplained     and    exemplified  . 
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Among  the  vi  Instruments    now  made   use  of    in    Public   or    Private    Concert;.,   two   only,  viz- 

H      \>    and    Pn  K     te,   enable    the   Performer    to  unite   Harmony    with   Melody.     On   either  of  H 

a    Performer    can    accompany  the  Voice    with   Chord's,  and  give   a   just   idea    from    the    Score,  of  the    mer- 
it   ot     .    Dramatic    Composition.      This  valuable    advantage  ^insures    the    Harp   and    Piano  _  Forte  ;i  ).rt 
em      ovei         v  other    Instrument.      Considered    in  this    point    of  view,    they    are    certainly  the  n. 
.    notwithstanding    their  want    of   sustaining     or    swelling    the   sound;  but    which  of  them  desti- 
tute   preference  the  Author    will   not    at    present    undertake  to  decide. 

T« "i,  distinct   branches    of   Instruction    must    be    combined,  to  form    a    great    Instrumental    Perfoi     I 
The    first    consists    of  a   knowledge    of  the    general    principles    of   Music,    with    which  it   is    absot 
necessary    to  be   conversant,  to   play    well   on   any    Instrument;    the   object    of  the  Second  branch  is  the 
Mechanism    peculiar   to   the   Instrument   which    the  Pupil    is    intended   to"  perform    upon.    Most  of  the 
Instruction    Books,  in  attempting  to  explain    these  two  branches    at  once,   have  missed  their  aim«forb_, 
carrying  on    two  Works, instead   of  one,  each,  for  want   of    proper  extent,  has   generally  been    incom 
.lete,  so   that  the    Pupil     has    hitherto   been    but    superficially    accquaiuted  with  both,   which  he  would 
have   understood  much  better  had   he   studied"  them   separately. 

Impressed    with  siderations,  the   Author    has   not  inserted    in  this    Method    any    of   the 

principles    relating  to  the  general    study  of  Music, but  has  confined     himself     to    those   which  relate 
to  the    requisites    for    performing   well    on  the    Harp.       He  therefore     supposes     (as  is  generally  the 

)     that     the    Pun  l  pting    the    study    of    that    Instrument     is    already    conversant  with  the 

aents   of  Music . 


THE   FOLLOWING   ARE  THE   PRINCIPAL  ADVANTAGES 
WHICH   RESULT   FROM  THE  DOUBLE  MOVEMENT. 

Is*  Modulations,  which  on  the  Common  H^rp  wci*  confined  within  narrow  limits  ( 13  Keys,)  have  bem 
extended  to  27  Keys ;  an  incomparable  advantage  to  Composers  -  who  can  give  scope  to  their  genius, 
unci   introduce   variety   in  theii    Music. 

2    .    The    inconvenience  of  borrowed    Notes   does    not    any    longer  exist.     Per  forme  -s    upon  the     Common 
Harp    generally    flayed   only    pieces  of   Music  written    expressly    for  that    Instrument,,  in  which  Compos, 
ers    avoided    to  use  A$,B$,and   Etf.also  Db,  Gb,Cb,and  Fb,  which  cannot    be  played  upon  the  Common  harp. 
When  these   Notes  were  Introduced  ,  the  Performer    was    obliged    to  make  use  of    Borrowed   Notes. that  i* 
to  say,  he  played   Bi?  instead  of  A#,and  Fit  instead  of  Gb,  &c     But  besides  that    the  use  of  Borrowed  Note* 
requires  a   sudden  contrivance,  which  is  difficult   in  a  quick    movement,  another  still   greater  inconvei. 
exists:  when   a  Sharp  occurs  in  Music,  it  generally  ascends  to  the  Natural    Note  above;  on  the  contrary. a 
Flat  generally   descends  to  the  Natural    Note  below-,  therefore,  if  to  Afi. which  should    ascend  to  BZ.a   Per  __ 
former  is   forced  to  substitute   Bb,  he  must  play  Eband    B2  successively  on  the  same   string.     This  can 
done  but  two  ways:  first. by   strickins  the  String  of  B  twice. which    produces  a  jarring  and  disagreeable  sounr. 
secondly,  by  stricking  the  String  only  oi.ce.to  produce  the   first  sound    Bb,  and    leaving  it  afterwards    to 
the   vibration    of  the   String  to  produce   the   second    sound.  B^.  This   renders   the   B?,  which  replaces  As. 
much  louder    than  the  Bfl:  hence    originates  an  inequality   in  the  sound,  which   is  a 'fault    in  point  of   Kx 
ecution  .  T'/ms    inconvenience    -.isarpears  upon  the  Harp  with  the    Double  Movement,  and    nothing  prevents 
a  Performer    from    playing  i;i  succession ,  and  in  a  quick   movement.  A$  ascending  to  B*. because   A$    is 
produced  upon  one  String    and  BJj  upon  another;  so  that  every    sound    being    produced    from  a  different 
String,  all  the  passages  are    perforn  ed  with    rapidity   and  neatness,   without  any  difficulty   in    point  of 
Execution. 

3rd    Performers    who  wisn  to  accompany  the  Voice,  may  now  accompany  any  kind  of   Music  with    as 
much  ease   as    oil  the  Piano_Forte  _they  may  even   perform   all  the  beautiful    Piano    Forte    Sonatas  of 
Haydn.  Mozart  ,  Dussek,  &c.; and   will  find   only  one  kind  of  passage  difficult   for  the   Harp^viz.    the 
Chromatic  .      in    quick    movements  :  and   even  passages   of  this  description    can  be  played  much  better 
upon  the   Patent    Harp  than    upon  tie  Common   Harp  . 

From  this   short   account    of  the  advantages    which   are  derived    from  the  Harp   with  the    Double 
Movement,  one  may    anticipate  that    it   will  become   as    Fashionable   as  the  Piano  Forte  . 

p    T.-tr 


CHAPTER     1 


DIRECTION   CONCERNING  THE  MANNER  OF  STRINGING  AND  TUNING  THE  HARP. 


The  construction   of  the    Mechanism    of  the  Harp  is   so  clearly    shewn    in  the    Plate    annexed  to  this 
Work ,    that   it    is  unnecessary    to  enter  into  any   particulars    on  that    subject . 

The    Compass   of  Modern  Harps  is  Six  Octaves  ,  beginning  and  ending  with  E.    They   contain  Seven_ 
ty^two    Semitones;    Twelve  Semitones    in  each   Octave.    The    Strings    are  of  Catgut,  except  the  Eight  larg 
est  ,  which  are   of  Silk,  covered  with    Silver   Wire,  to  render  them    more    sonorous:  this  covering  gives  the*., 
partly   the  properties    of  Metallic  Wire;  if  they  were    made   of  Catgut,  their  extreme    size  would  render  the 
sound   very  dull.     To  assist    the   eye    in   finding  certain  fixed    points    among    so    many    Strings,  all    the 
Cs   are   Coloured   Red,  and  all  the  Fs  Blue. 


METHOD  OF  TUNING    THE  HARP  WITH  THE  DOUBLE  MOVEMENT. 

The  Harp  with  the  Double   Movement    is  tuned   in  Cb,  all  the  Pedals   being  unfixed* 

1.     The  Note  C?  (see  A  in  the  following  Example)   must  be  tuned    in   Unison    with   the  Sound  given 
by  a  Tuning    Fork. 

2n?    Tune  the  Octave    below  that   Cb,(See    Bj     N.B.     The  Octaves    must     be    as    perfect  as     poss 
but   the   following    Fifths  muat   not  be  quite   perfect,   lest    the  Thirds    should    be  too   sharp. 

3r?    Tune  Ob,    a  Fifth   above"  Cb.  (SeeC.) 

4**1.    Tune  Dt>,    a  Fifth  above  Gb.  (gee  D.) 

5tK.    Tune  D?,    tht  Oct  ace  below  .    (SeeE.) 

6th.   Tune   A?,    a  Fifth  aboTe   Db.  (SeeF,) 

7th.   Tune  EP,    a  Fifth  above   Ab.  (See  G.) 

8th.   Tune   Eb,    thtt  Octave  below.   (See  H.) 

9th.  Tune    E?     a   Fifth    above    Eb.(9ee    I.) 
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Tune   Fb,    a  Fifth  below  Cb,the  Original    pitch   Note.    (See  K,) 


D 


E 


G 


H 


K 
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*  When  Seven  Pedals  are  fixed  into  the  First  Notch,  the  Harp  is  inCII.and  when  they  are  pressed  a  second  time, 
and  fixed  into  the  Second  Notch,  the  Harp  is  in  C?,  every  Note  of  the  Scale  being  Sharp:  therefore .  each  String.by 
me»n«   of  the    P^.ils,  answers   the   effect  of  three    Strings 

Hap,    Instr 


•     of  the  Scale  bi  mi  tuned, try  th        I  I   ll.ivring    Ch 


Proof. 


$^W&kLJ 


Or. 


«/  -0-    ^       -0-^S      •+■  ^ 


If  you   Tin,!  that  the  Notts  of  these  Chords  agree  well,  mid   phase  your  ear.  go  on  with   your  taning,-oth« r_ 
Vise  trace  h  back,  to  find   where  the  defect    lit  s . 

The  other  Notes  are  to  be  tunt-d   bj,   Octaves    above  or  below    thoae   already   tuned, thus: 


By  Octaves, 


±+jLm± 


&c. 


By  Octaves, 
Downwards. 


&^Z 
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Observe     when   the  Barp  U  to   accompany  the   Piano  Forte,  it  must   be   tuned   in  perfect    I 
Instrument:  this    .-.  done  by  fixing   the  Pedal  of  C  to  the  Ret  ,  previous  to  taking   the   Pitch  on  the  Cl]  ofthi 


Piano-Kotn- 


directions  just  given. 


The  pitch  once  taken,   unfix   the  Pedal ,  and  tune  the  Harp  in  t?.  accord; 


ON  THE  METHOD  OF  TUNING  THE  COMMON  HARP. 


The   process  for  Tuning    the   Common  Harp  is  the   same  as  the  foregoing,  except   that  the  Pitch   Note 
taken  from  E?,  either  on  the  Piano  Forte,  or  from  the  sound  of  a  Tuning;  Fork. 
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^^ 
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E 


I 


or 
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Observe,   she    I  (      ,,mon  Harp  be  tuned  fan  C,the  Natural    Key  of  Music,  the  compass  of  th, 

trumeut  would    l.foi  i  n     re  confined  than   in  its  present    state  inEb.forthe  effect  of  the  Peii 

ing   to  raise   every  4         £    *  Semitone,  the  Flats   could   not  be  produced    as  the  Strings  eould  not  be  li- 
ed.  After  sev?r-  i    and  researches,  the  Key  of  Eb  was  found   to  offer  more  resources  than  any, any 
to  be  more  intimate  1       wattd  witn  .  tk-      Keys   introduced  in  Compositions  for  the  Harp;  for  which  reason 
the  Common  Harp  i?  generally  tuned  in  Eb. 

OBSERVATIONS  ON  THE  STRINGS  . 

To  rendu  the  Harp  capable  of  producing  a    fine  Tone,  it  must  be  mounted  with  Strings  of  a  proper 
size.  Thin  Strings  are  very   prejudicial   to  a  good  quality  of  Sound,    as  when  struck  firmly,  they   are  apt 
to  vibrate  against  the  Pegs  fixed  in  the  T   lie. of  the  Harp. and  to  produce  a  jarring  and  disagreeable  Sound.The 
size  of  the  Strings  once  determined  upon, they  must  be  selected  with  eareand   i  ►  .'Parity,  throwing  aside  all  t   i 
which  have  the  smallest  knot,  and  which  are  not  equally  thick  throughout    their  length,  which  is  ascertained 
ringing  the  two  extremities  close  to  each  other.   Italian  Strings  are  considered  the  Be*t.-they  are  de 
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CHAPTER     11. 
DIRECTIONS  FOR  THE  POSITION  OFTHE  BODY.  ARMS.AND  HANDS  OF  THE  PERFORMER  . 

The  Student    must  direct  all  his  attention    to  the  acquirement    of  a   good   Ponton  of  the   Body,  Ai 
Hands    mi  the  Harp, 
l^t     He  must  be  seated    in  a  G:  :ner,   neither  too   near    nor  too   far   from   the    Harp,  but    so  as   i 

able  to  rea^h  with   facility  th«*  highest    and  lowest   Strings. 

2r?  The  height   of  the  Seat    must    be  suited    to  that    of  the    Performer,  who,  when   seated  with. the   Har 
the  Right    Shoulder,  should  have  the   lower  end  of  the  Comb    (or  Neck) about    two  or  thi 
ches    above  his  Shoulder.!  ? 

V}    The  Legs    must    t  so   that  the   Feet   may  be  on  each   side  of  the   Pedestal-  'hey    must    rest  or, ' 

nd    in  ?.  •'on,  rather    inclining     forwards   than   backwards,  that    they    may   be  lifted 

be    rlace  '  'Is . 

The  Per  nasi    be    seated    sideways,  so  that    the  front    of  his  Chest    may   form  an   acute  angle 

rface   of  the    Strings.    The  Harp    must    be  a  little    inclined  towards    the  Body  of     the 
Performer,    leanii  -   Right    Knee,  and  a  little  on  his    Right   Shoulder.    The  upper    part     of   th? 

Right  Arm  (from   the  Shoulder    to  the  Elbow)  must    touch   the    Body  of  the   Harp,    exactly    be! 
part    where    it   is  joined    to  the  Comb;    however.the  Harp    must  not    fall  on    the   Arm.    as  it  would   pre  _ 
vent    its  motions,  eh.  ceuding  or  descending   Passages. 

THE   FOLLOWING  ADVANTAGES  ARE  DERIVED  FROM  THE  FOREGOING  POSITIONS: 

V*      By   leaning    against    the  B  dy  of  the    Harp,    in  the    manner    just    described,  the    Performer     will 
have   the   Free  use  of  the  whole    fore    part    of  the   Right    Arm.   which   is     sufficient     to   enable  the  Hand 
to  run  over  the  Strings    from" the  highest    to  the    middle  ones,    being    the   ordinary    compass   given    to 
Should   the  Right   Hai.d    be   obliged   to  descend    lower  than   the   middle- String   (which  is 
seldom  the  case)  then  the  Performer   may  incline  the  Harp   towards   himself*  but  in  general,  h 


*     The   Author  disapproves   of  d   ly    soir*  Muter; .  of  making    Children   play    Star.d; 

which   they  are  6b  -ke,    to  place  the  Feet  on   distant  Peds  i»pe. 

1    Th  the  Harp   should  he   prepoi  ■  '.-.  9m   t 


the  Harp    •-  wf!l  u  tht    B    i\    ina  fixed    posit  ion  •.  which  essentially   <~-  I  xfn'!  'ii  the  H-r 

former  will  be  able  to  perform  any    Passage   *ith  hi>  Right    Hand,  written    for  lentj 

2n?    The  Slanting    position  of  the  Body  enables  the   Performer  to  see  all  the  Strings    with  C  * 

3rd     By  keeping  the  Left  Shoulder  nearly    facing  the  whole   range  of  the  Strings,  th<  Left   Arm  and   Hai  \ 
can  be  easily    used    on  all  the  Btril  II.   t    t.    the  thickest,    since    th»  ien  in  an  hcr_ 

ixontal   direction  does   not  exceed    T\*e;  H  ich  i     generally  thi    length  of  the  Arm    from  the 

Shoulder    to  the  joints  of  the   Fingers,    evei  of  short    -afure  . 

41)1      By   kee]  Body   in  a   steady    position,  in   performing   the  n      i    »  •  e    d     '     ;>sof 

the  Feet,    e\i  very   quick,  become     easy     the  Performer    being    always    i  |  equil         ;m 

on  his    saat-.  .     in    case  of  necessity,    the  Harp,  which    must  constantly    touch  tl  part  of 

Right    Shoulder,  i  re   him    as    a  support. 

ON  THE   POSITION  OF  THE  HANDS  .     . 

The  Thumb    being   shorter    than  the    first,  second,  and  third    Fingers,    the   best    p   sition  of  the  Hand 
will    be    that    which   will   render  the  other  Fingers  a*  nearly  equal  as  possible.  Ii  is    end    is    answered  by  V 
ing  th<    Thumb  vertical    directum;  and    by  bending    the  three   middle    Fingers.     However, the  palm  of 

the  Hand    must    not   fee   too  far  from  the   Strings,  sc   that  the. position    be  too   hoiiiontal;  for   then,  the 

* 

difference  (in  point  of  length)  between    the    three  middle    Fingers    being    greater,  the  Performer  w< 
be  forced  to  advai  w   the  First  finger  further  between   the  Strings  than    the    second,  and   the  second 

the  thin?  is   evidently    wrong:     therefore,  the  Performer    mast,    in   beading    the  three    mid  __ 

Fi     ;ers    diminish  their  length   so  as  not  to  have   one    further  between  tie    Strings  than  the  others. 
To  effect  this, the  palm  of  the  Hand    must   be  near  enough  the    Stunt-   to  render    the  joints   ofthethre^ 
niddl*    Fingers   which  sre  not    >:et*?  it    vertical. 

To  resume  the  foregoing    Directions ,  the  Thumb    must   be  nearly   in  a  vertical,  position: the  Hand 
must    have  a  round   form,  the  first    and   second  Fingers    reclining  a    little    en  the    Strings  towards  the 
Body  of  the  Performer:    the   palm  of  the  Hand   must  be  rather  close  to  the  Strings,  (to  enable  the  Fin  _ 
?ers  to  touch   them  with  ease:)    the  Fingers  should  go  between  the  Strings,  so  that   in  drawl  aek, 

they  may   pull  the  Strings  in  a  aaa  Fieiently    sarong  to   m;  V  »■    them  vibrate  freely. 


CHAPTER    II 


ON    FINGERING  . 

By   Fingering,   is   understood    the   Art   of  disposing   the   Fingers   of   I  «  th    Bands     in  the   most  favor* 
ble    manner,  to   perform    any    Passage    with  as   much    Facility.  Neatness,  and   Velocity    as   possible,  these  be 
ing  the  requisites   for  true  Execution. 

To  teach  Fingering,  is  to  indicate  the  Fingers  which  should  be  used  in  playing  the  Notes  of  a 
piece  of  Music.  In  this  Treatise,  the  Thumb  of  each  Hand  will  be  marked  by  a  Cross  x:  the  first, s 
cond,  and  third  Fingers,  by  the  Figures  1,2, and  3*  and  when  occasion  occurs  of  employing  the  little 
Finger,  it  will  be  marked  with  the  Figure  4.  Two  distinct  points  in  the  Fingering  of  Passages  must 
be  distinguished,  viz.  The  Fingering  adapted  to  a  Passage  which  can  be  played  without  changing  the 
positions  of  the  Hand,,  and  the  Fingering  of  a  Passage  which  requires  several  successive  posititons  of 
Hand:   the   former   will  be  treated  on    first. 

RULE   1. 

The   best   Fingering  for  any  Passage   whatever,  is   that   which   requires  the   least   number  of  motions 
or  changes  of  the   Hand.      The  reason    is  evident:    for    rapidity    being    one    of  the    principal    qualities 
which    constitute    Execution,  the  changes   should  not  be  multiplied   without  a    necessity;     for  if  a  Passage 
can  be    performed    in  one  Positioa  of  the  Hand,    it  will  be  done  quicker  than  when  two  or  three    sue    _ 
cessive    Position!    :  re    required.      The    first    principle   is   essential,  and   consequently  will  be  contin   _ 
ually   referred  to  in  the  course  of  this  Work. 

RULE    11  . 

The  Fingers   required  for  the  Performance   of  a  Passage,  must  not  be  kept    distant  from  the  Strings: 
but  each  Finger    should  be  previously    placed  on  its   respective    String    whenever   it  can   be   done  whhe-se. 

,    ,,  3    2    *  JL 
For  instance    in  playing  the  following    Passage, 


ppn 


the    Thiid  Finger,  followed  by  the  se 


cond,  first,  and  Thumb,  should  not  be  placed    successively  on  the    Strings,    but  all  at  once .  althoughthey 
must   act  in  succession.     This  second  Rule   is  derived   from  the    first,  four  motions  being  necessary 
to    place    four   Fingers    in   succession    on  the   Strings , whilst    they    may    be  placed    at  once.    This  prin 
ciple    must  be  strictly  followed ,  to    obtain  a  brilliant    execution   by    great    rapidity,    as  well  as  to  con 
nect   the  Notes  as  they  should  be  . 
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RILK    III. 


Two    Notes    succeeding   each    other  on  the    same  degree,  must  not    be    played      (few   cases    excepted  With 
the   same    Finger.     For  instance,  in    playing    the  following    Example,    should    the   fingering    marked     at     A 
be   used,  the  second    Finger,  after  having  struck   D,  must  recede   from   the    String,     and   be  brought    back    to 
■trick  the  second   D,  which  is  an  useless   motion,  and  which  delays  the  stricking  of  the  second   D. 


A. 

Bad  Fingering. 


J  J    J  *     " 


B. 

Good  Fingering. 


**      Tx      1    X       1     X 


T  2     2    X      '     X  1     X 

This   defect   does   not    take  place  when   the  Fingering  marked    ;..»    Example    B    is  made  use   of;  fl     Tl 

having    struck   the  first   D,  the  first  Finger  is  ready  to  strike    it  a    second   time,     whilst     the   Thunib    has 

time  enough  to  be  carried    to  the  K:   the  first   Finger  having    played  the    second    D.    is    ready  to  playth: 

second    K,  and  so  on. 


RILE   rv. 

When    two,  three, or   four   Notes   of  a  Passage  Ascend  or.Descend  in  the  sarrieway.  either  d  irby   ; 

skip,  not    exceeding  a  Fourth,   these    Notes    must   be  played    with  consecutive    Fingers,    without    Leaving  6n« 

Finger  between  any  two   others The  reason  for  this    is   evident:   should    the  Thumb   and  second  Finger 

be  used  to  play  two  Consecutive  Notes,  the  first  Finger  would  become  useless*  whereas,  if  the  (wo  Notes. 
are  played  by  the  Thumb  and  first  Finger,  the  second  dinger  can  be  used  immediately  on  any  other  nine 
This  Rule  is  only  liable  to  one  exception,  (which  wilj  be  explained  hereafter.)  and  even  when  this  ex 
ception    occurs,    it  is  done  to  follow  more  strictly   the  other  Rules. 


RILE   V. 

"When   several    successive    Passages  occur,    composed    of  Notes   ascending    or   descending   in  a  similar 
manner,   and  which  can  be  played    with  the  same  Fingers,  and  in   the  game   position    of  the  Hands,  they 
must   all  be  Fingered  alike.    (See  the  following  Example.)  The  reason   for  this  Rule  is.  that  more  un  _ 
iformity,  and   consequently  more  equality,  exist    in  the  execution  of  the  Music,    when    similar    Passages 
are  performed    with  the  same  Fingers,    than  when   they  are  played    with  a  different   Fingering;    there 
fore  it  must  he  preferred  _  Equality  being  one  of  the  chief   requisites   to  a  fine  execution.  • 


Seconds,  Ascending  by  Triplets. 


Seconds,  Descending  by  Triplets. 


fee: 


X    2    1   X  2 


—n — 1    *   1     8xi       m      Mli         '    I- 


j    x    2     1X2     1 

Observe,  in   the    foregoing   Example,  three  Notes  follow  each  other  diatonically .  vi» .  C  D  E,DE  JV&c.      These 
Notes    according   to    the  5*.   Rule,  are  fingered  alifce.2.1,X,  in   ascending      an  in  desending    x.  1,  2. 


L06# 


Hi 


,4 

•       \ 

Whenever    the  Performer    is   t  the   Position  <>f  the  Hand,    the   Fingering  of  the  Last 

N    te     must     be   such   a>   will   enable  have    the    greatest     number  of    Fingers   at    his    disposal  'for  tin 

following    Position  ._  Should   the    Student    apply    this    Rule    to   the     Example  just    given,  he  will  find  A) 
the  Hand    rising   uniformly  at  each  Triple!   ol  tl      a^i-  ^    S<      — .     |    i-      ;     1    *ered  in  the    descei. 

Seiies-  the    positiou  of  the  Hand  is  changed    at  each  Tiiplet.  e    Fingering   marked     is    the 

most    convenient    to  play    the  next  Triplet  with  ease,  as  •  e    foregoing  ha»    been    played. 

N.B.    T  Triplet   of  the   descending  Seri'  -  Fingered   like  others,    because  in  be 

the  Passage    the   Performer  is  uot   restricted  to  a   Fingering  which  would   be  the  consequence  of   a    pre 
ceding    Passage,  as  in  the  other  Triplets. 


OBSERVATIONS. PREPARATORY  TO  THE  SE\E>TH  RVLE  ON    FINGERING  . 

If  the  Student     peruse  the  Exercises  on  the  Scale    attentively,  (  See  page  1&.)  he  will  find.thut  in 
Fingering,    the  Author   has  constantly   adheied  to  the  Fourth  and   Filth    Rules.     These    Scales   which  are 
diatonic,  are  divided    inio  groups    of  four  and  four   Notes,  that   this   fingering     3.2.  l.x.    lu  Ascendi: i{ 
x.  i.  2.3.    in  Descending,  may  be  constantly  applied   to  them. 

Some   important    Instructions    on  this    subject  must    here  be    given    to  the   Pupil.      When  the  Scale 


is  fingered  thus,     /r       ^"*  #  m     II     m  m  ^m*^mm*     II      it    is  evident  that  after  having  pli\ 

•>         *'lX      *      *  '    *     S      X    7    *-+ 

the  four  first  Notes.  3.2,1.x,  the  Consecutive  Fingering   cannot   be   applied  to  the  four  other  Notes," 

.i   chaining    the    position  of  the   Haud: But     should  the  hand  "be  abruptly  shifted. after  havi: 

ne  first   f<        N   tes.a  break  would  take  place  between  the  two  groups,  and  the  Note  F  at  the  Asterisk, 
could  n < ■•»  be  c    iu.ected.with  the  following  G.    This  would  offend  the  ear,  for  the  Scale   cannot  be  pi 
ly  played    unless   all  the  Notes   are  equal  and  connected,  so  that  the  hearer  be  not   able  to  find  the  place 
where  the    haud  is  changed  . 

T      effect   this  desideratum. the  change  of  Position    must    be  prepared   beforehand,    by  passing  tie 
Third   finger  under   the  others    as  soon  as  k   the  first  C.  and   by  causing   the  other  Fingers 

to   follow   immediately,  as     soon  as  they    have    pUvd  their   respective    Note?  . 

A    similar  proceeding  takes   place   in  the  Sc<>le    descending,  but    in  a   contrary  way.     In  the  ascend 
g     Scale,  the   34  Finger,  then  the  24  atd    1*,  pass   under  the  Thumb;    in   the    descending    Scale,    on  the 
-iry,  the    x.¥*and    24    Fingers    pass  ovfr'h*-  34      This  way   of  passing  the    Fingers  under  the  Thumb 


15 

in  Ascending    Passages,  or  the    Fingers    over  the  X1.'    in   Descending    Passages,  is  essential  to  good  Fingering. 
and  takes  place   whenever  the  Hand   changes    its   Position,  after  having    played    two, three, or  fourNotea. 

Hence    this  general    Rule: 

RILE   VII  . 

When    the    Position   of  the   Hand    is  changed,  the  highest    Finger,  when  the  Hand  Descends,  or  the  low 
est.  when  it    Ascends,  must  be  brought    (as   soon  as   it  has  struck Z the  String)    on  the  next    String  which 
is  to  be  struck,  by   passing    over  the    other    Fingers,  if  the   Hand     Descends,  or  under,    if  the    Hand    As- 
cends.     This    skip  of  the   hand    being    more   difficult    in  the    performance    of  a    Scale    than  in  playing 
any  other    Passage,   the  Author    has    placed    the  Scales    at  the  head    of  his    Exercises.     The  Pupil  can_ 
not    spend    too    much    time    in  their    Practice    previously    to  any  other    Exercise,    being  attentive ,  above 
all,  always  t<>  keep    the  Thumb  very  elevated,  to  have    more    facility  in   passing  the   other    Fingers    uu  . 
der  it  in  Ascending,   and   the  Thumb  above  the  Fingers    in  Descending  the   Scale. 

This  Chapter  will  be  concluded  by  advice, which  the  Student  must  keep  continually  on  his  mind: 

11*     He  must    always   begin  the   Exercises    ( especially  the  Scales  )  very    slow,    observing  to  play  all  the 
Notes    of  the  same   length    as  equal  as  possible. 

2*  He  may  accelerate  the  Movement  gradually,  but  not  before  he  is  quit*  certain  of  being  able  to 
keep,  in  the  leikgth  of  the  Notes,  and  in  the  intensity  of  their  Sounds,  that  equality  which  alone 
constitutes    a    pure   and  brilliant    Execution. 

3<?    The  Student    must    not    Invert  the   order  adopted   for  the   Exercises:     consequently   he  must  never 
go  to  an  Exercise,   unless   he  can  execute   the   foregoing  one  fluently. 

The    Trill    is    an  exception    to  this    advice.    As  on  the   Harp  it  is  very  difficult    to  do  it    well,  the 
Student    must   practise    it  every   day,     from  the  very  first  Lesson    he    receives.    The  manner  of    per- 
forming   the  Trill   is  explained    (See  page  45.  ) 

Lastly,  as  the  Pupil  advances   in  the  practice      of      New    Exercises,    he  must    play  over  again  (twi. 
ce  a  week,  for  instance,  )  the  Exercises  which   he  has    learnt  before,  that   he  may   become  quite  fan. 
iliar  with  them. 


'ijS  Harp    In<U- 


.• 


A  firm  and  brilliant    Kxe<  t   be  utta in*  ti    without  a  constant  Practice  of  the  Scales. 

In  the  first   place  the  Student    must    practice    attentively,    passing  the    Fingers  under  the  Thumb  in  the 
Ascending   Scales,  and  the  Thumb  over  the  Fingers    in  the   Descending    Scales,  that  no  interruption  may 
take  place    between  the  4&  and  5^  Note,  also,  that   the  Four  first  notes   being  played,  the   Fingers  ma)  • 
placed   at  once    on  the  Four  next   Strings ,  ready   to  play   the  Four  other  notes . 

As  the  Left  H       ;        pi  ires  more   Practice   than  the  right,  the  Student,  previous  to  his  playing  the  Scales  ■ 
Both  hands,  niibl   practice  fheni  with   Each  hand   Separately,  until  he  be  certain  of  playing  them  ■with  equal 
facility,  either  with  the  Right  or  Left  hand,-  otherwise  the  Left  hand  will  continually  retard  the  motion  of  the 
Rigiit   hand,  and   he  will  run  the  risk  of  never  acquiring  a  distinct  and  equal   execution. 


Right  hand  . 
Exj  1. 


EXERCISES   ON  THE   SCALES 
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ieft!  hand  .  ^^  ^^ 
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i  x 

1     *    M0 
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Ex:  2. 


2* 


m 


E 


«"»  .III 


x  i  *  j    v  T^ 


3      2  2     3 

nfli  nullum  ifi 


S^si 


'cctra*.1  ^gi^ps 


jH^if'fl^i-i^  Jtf^'ftteLy 


<?■ 


a   2    *  T  2  1  X  "*■ 


^TUfg^fff^S 


wjLiin^uiiu^'jj.11^^ 


&Ms^s^^^0^^^ 


is^%i^^^^^ 


=i 


SCALES  in  which  the  thumb  and  the  third  finger  must  be  used  on  two  consecutive  notes 
by  gliding . 

The  pupil  should  now  refer  to  what  is  said  page  23  in  the  explanations  which  follow  the  exerciser 
the  interval  of  3vA.  that  the  thumb  or  3r*.  finger  are  used  on  two  consecutive  notes,  to  have  a  spare  finger 
and  that  the  hand  may  be  entirely  free,  when  the  scale  is  ended,  to  begin  the  following,  either  with  th< 
3rd.  finger,   when  the  scale  ascends,  or  with  the  thumb  when  it  descends. 

In  the  following  Exercise  the  3rd  fingep  gIideg  on  thp  two  ^  notpg  rf  ^  ^^  ^^  &n({  ^ 
thumb  on  the  two  first  notes  of  each  scale  descending. 

N.B.  The  note  on  which  the  thumb  or  3**  finger  -lides  must  ne  struck  with  a  sufficient  force  to 
produce  »s  much  sound  as  any  other  note,  and  the  hand  must  preserve  its  true  position ,  avoiding 
any  improper  motion. 


«st 


I.   Kyvi'-o',    Ascending, 


EXERCISES 


•sr 


1  ui'ii.Tifrrifi^i    iuinfffiffrffro= 


-&■ 


2n"  Exercise     DescendLit  . 
v  _ 


N^^^^iigi^ffl%^ffi^ 


Harp  [netr:  ^  3  X  1 -*     ^#-9   l    X   s 


X 


J*. 


Ofjs:    550UK  i   puss  -•  must  be  played  with  the   2n.d  or  even  with  the  l^fingei 

as  in  ibn  i  ;  in  to  that  i  fingering  which  prescribes  to  have  the  thumb  on  the  last 

note   of  o 


EX:  3rd 


EX:4' 


x   I    2  ;}  x  1    2  :? 


X  1   2  X  1    2  3 


Good 


Bad, 


^ 


CHAPTER  V.  ON  IN  i  AS! 

An  INTERVAL  is  the  distance  from  one  sound  or  note  of  the  scale  to  another  proceeding  from  the  low. 
est  to  the  highest. 

Intervals  are  expressed  by  figures  which  indicate  the  number  of  degrees  contained  in  the  Interval  ,  for 
instance  a  Second,  which  consists  of  two  degrees  as  C,D,  orD,E,  is  expressed  by  the  figure  8,  a  Third  which 
contains  Three  degrees    at  C,D,E,  is  expressed  by  the  figure  3,  and  so  of  the  other  intervals  . 

A  DEGREE  is  the  difference  in  point  of  position  between  two   notes  •,   the  scale  consists  of  Seven  degrees. 
Five  of  which  are  Tones   and  two  are  Semitones. 

The  SEMITONE  is  the  smallest  degree  »sed  in  music  #  and  may  be  Major  or  Minor,-  the  Major  semi 
tone    is  found  between  two  notes  of  different  name  and  position  on  the  stave,  as  E,  F:  B,  C  :  C#.  D:  A,  Bb ;  &c . 

The  Minor  semitone  exists  between  two  notes  of  the  same  name  and  place  on  the  stave,  as  C,C#:DP.D:  E,E? : 

The  TONE   is  formed  by  uniting  the  Minor  and  Majar  semitones  1  "°"~t 

together,  therefore  C,C#.  D;  forms  a  tone,  C,Db.D  ,  another.  1  fj)      ^  ff^rS 

%j  ■ 

There  are  as  many  simple  primitive  Intervals  as   Degrees  in  the  scale,  viz:  Seven. the  intervals  above    the 

Octave  are  but  repetitions  of  those  comprised  within  its  compass,  the  9th  is  a  2nd  the  lO^a  3rd  ,  &c: 


To  no. 


J  bJ  tjJ 


'Tone. 


]K>^P~P- 


* 


*    The  Quarter  tone  'which  is  the  difference  between  the  Sharp  of  a  note  tnd  the  Flat  of  mother, between  C#,andDb,  or  A; 
and  Bp,  can  be  expressed  on  the  Patent  Harp  with  the  do  q  .  but  not  on  the  oommon  Karp  or  Piano  Forte. 
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>BLE  OF  INTERVALS, THEIR  NAME  AND  FIGIRKS 


Unison.         Second. 


Third 


Fourth.         Fifth 


Sixth 


Seventh.         Octave 


¥ 


i 


t+.r1L\S        t 


t        t 


Obs:    The  nature  and  name  of  an  Interval  remains  the  same,  whether  the  notes  of  which  if  consists  be  played 
in  succession,  as  in  Melody,  or  whether  they  be  struck  at  once  as  in  Harmony.  Two  or  three  Intervals  soil  rid  e< 
together  forma  Chord  (seepage  29)  the  fingering  of  Intervals  varies  according  to  the  distance  which  exists  between 

the  two  notes.  GENERAL  EXERCISES  ON  INTERVALS. 

R  hand.  Second  .  Third.  Fourth.  Fifth.  Sixth.  Seventh.  Octave, 


§  n  II  j  j  1 4  ,j  Jl^4J-+  ..'-hr^pl^ 


<^  |         Ascending 
I   L<  hand. 


-G- 
2 

x 


.  i    Li  hand.  x  O  ~&~ 


Second 


Third 


Fourth 


Fifth. 


Sixth  . 


Seventh.  Octane. 


kM4UJJL(UJL^-lLi-jJL^l^p 


Descending  . 


r  f  ii  T  r  ii  ■  r  r  n  "F  mi  r  >'  n  ^t^ 


The  two  Notes  which  form  an  Interval  may  he  played  either  in  succession  or  at  once,  these  two  ways  wit* 
be  explained  in  two  distinct    chapters. 

ARTICLE  FIRST  ON  INTERVALS  PLAYED  IN  SUCCESSION  . 

At  first  the  Student  must  pracUc*  each  Hand   separately,  and  then  both  together  . 


V!  1 . 

Right  hand. 


EXERCISES    ON    SECONDS 


Right  hand.  ^^       ^^       «««  i^^ 

*^T    ~      ~fr  x     1    X     l    *  X     i  y  ^  X     i         2 


n(:2, 


-^ ;  *  *  f  *  x  ?       x   t fcrr— W — LZi?*T— ^ L-* — *  *  #  f  J: 

;  r  r  r>  r  r  i  iL^^^-r^  ^  :,J  j  r:^n^^l 


cr cr ur Lj  iu- 


^^ 


f^m^^^^^wf^^^w 


'        1  Earn   Ii-.str : 


N°3.   ^I*'  _  — 


V! 


If 


„„i i|in^jllrrfor*Wmi'rcgp 


1  X  2  1* 


lt_i)l 


»i«»A»«T* 


r^r 


5. 


£$&U*d]Jl± 


JJJ'JJJ 


vr.in^um 


0  40        ' 0  '  0 


7**} 


if  1  *  J   2 


[[ffirrrfrrcfll[f]rras 


#«*>gfift* 


'  *  1  X  1  » 


^ 


ittrftftfrr* 


I 


J   000Tf0fzf± 


x    x 


(See  the  observations   on  this  mode  of  fingering  Page  23.) 


I   2    l  M  x     1    2    3  J>   X   X~T 


^§ 


|jl^j;j,ij||lJ.mimwfflM^ninii;,n],^ 

„   x    i      2    *    A  ^         X  X    1  *  w  ^^  ^ 

uf^jjjjijjji  i  ijji  i  ,rrm,  f^.^i^  ^ 


-rrr.-rnrrrr-rrrfrf 


Wj-JJJ|;JJjJJJgp 


OBSERVATIONS  ON  A  MODE  OF  FINGERING  PECULIAR  TO  THE  AUTHOR   . 

In  the  following  passage  and  a  few  others  of  a  similar  description   a  difficulty  occurs  which  might    puzzlf 
the  student,  and  which  on  that  account  will  be  explained  here.  The  passage  is  here  given  without  any  fingering. 


This  example   consists  of  Five  similar    series   of  notes,    which    are    indicated    by  a   Line   drawn  over  tbei 
Each    series  consists  of  five  notes    following  each  other  diatonically .   Slurry  performers  at  a  first  giancewouldtl 
it  necessary  to  use  the  4th/ finger. 


Thus 


12    1X12    3    4     3X13  ill   -|-H-^—   -1     ,        ,      .1     I      .     I     | _— p— , 

HIM     i    ,    i    I    I    I     '    o  ..  o  v  .  9    ,7  *  *'* *^ 


But  every  experienced  Harp  performer  must  allow  that  the  Three  consecutive  notes  BAB  of  the  second 
group,  A>'d  the  Three  others  AG-Aof  the  third  group  &C:  Cannot  be  played  with  th*  same  force,  and  neal 
ness  with  wo  fingers  of  such  unequal  length  as  the  third  and  fourth  as  if  the  th:H  and  sec< 
fingers  were  used,  which  are  nearly  of  equal  lengt':»  ;  besides  to  pull  the  string  with  the  Little  finger. 
which  is  the  only  way  of  producing  a  good  sound.  It  becomes  necessary  (on  account  of  the  shortness  of 
this  finger^  to  turn  the  Hand  towards  the  column  of  the  Harp,  and  consequently  to  derange  it  from  the 
round  position  which  it  should  always  preserve;  if  the  performer  by  dispensing  with  the  little  finger. can 
avoid  distorting  the  hand,  and  another  mode  of  playing  the  passage  can  be  found,  it  should  certainly 
he  preferred,  conformably  to  the  First  Rule  on  fingering  (see  page  12  )  which  prescribes  tO  avoid  useless 
motions  of  the  hand ,  as  retarding  the  execution ;  this  manner  of  playing  the  passage,  the  Author  thinks 
he  has  found,  and  consequently  he  has  adopted  it  as  being  more  favorable  for  the  execution:  it  as 
follows. 


12     1    X    X   1     2    3     2    X    X 


ff  rrrrrr^fNJIJ^JJJ^J 


Obs:  I'}    In  the  foregoing  example   the  Slur   over  two   consecutive  notes    fingered    thus  xx  implies  thatb< 
notes    must  be  played  with  the  Thumb,   but    that    after    having    struck    the   first    note   in   a    firm  manner, t 
Thumb   must  not  he  taken  off,  but   should  glide    immediately   on   the   ]>»-xt    string,  to   pl>     a:e  follow! 
note  which    must   be   detached     as  usual. 

Obs:  2™?    When.  Five  notes  ascend    diatonically  instead    of  descending ,  the    fingering    must   be    reversr 
and    the  Third    finger   must  glide  from   the  first  to  the  second    of  the    five   rotes,  and  the    four     rcn 
iug    notes  must    be  played    hy  the  3rd  2nd  and  1st  fingers    and  the  thumb 


3.    EXERCISES  ON   FOURTH. 


fTITT^mLf/i1"  '.J I  ■ 


N°2. 


4.   ON   FIFTHS  . 

A  succession  of  Fifths    being  offensive  to  the    ear,  is  strictJy   prohibited   in  Music,  therefore  the  Author 
has   not  given   any  exercise  on  Intervals  of  Fifth. 

in  Ascending.  hi   Decending. 

When   Five  notes   in    succession  occur,  they- must  be  -       I  >     f fT*'  II     |  >'      I  |'  ff 

fingered    in  the  following    manner.     _  v  ■'_     '     *  _       •_  _  '  $>  - J>  *  t=l=^     *jL>-*  J  J  J.      B 


a~^3 


5.  EXERCISE?  iON    SIXTHS. 


V'-rj  ■i'-r-HLtr^rrf  |jyij1j^t,ff,r  r  •  „ 

N«  2."  ^  «         *      1       $ 


ftt^r,  i  ^-W  i 


-0- 


^ 


N=^ 


@ 


^yj 


x  -4-         * 


W£m 


& 


V.'  4. 


PHUli 


!   JJ» 


2     1  *  3   2 


ggrgasn  [gt^ 


j^^%rf%^cfrfffcfffHi^^i 


N°.5.  x  i 


NV  H 


fiz* 


I 


agga 


V~^ 


1 


«m»uj  *>J==? 


v 


3 


1    9    1   ,     2 


^rrfrfr.',;fri^rfrrnr.f 

.1  I  I  M  1-htzL.LU    '  i  I  I  '  1  I   Ll  '  '  ' 


fej 


&e 


^.ai 


y^ 


^trtLf^^in^^in^nrpLTii^ 


^^w 


TmicDrrrrr 


,*  _0 


1   i  i  I  i    Mill)    ' l-Lj-^— s "- 


ON  THE    SEVENTH 


The  Seventh  being  ei  Discord  must  be  generally  prepared  and 
resolved,  therefore  a  succession  of  71*1.8  is  not  given  here.  Seven 
notes    in    sucession   are  fingered    thus      _  _  _  _  _ 


- '        t         t  X        3    2   1^1 


EXERCISES  ON  OCTAVES  . 


m 


d 


r  f  f 


X 


1-T-r^-r^^ 


I 


9=? 


^77~f^ 


y     „     X     s    ^ 

•  -  -  Vi 


^-^ 


^w^g 


s^-^ 


*      J 


■* — *- 


g^fegEEgjj 


:*=b* 


i.Txt   X 


■¥Hjt 


^^ 


r\      ^     0 — s  \    M 


^   /    i 


HopTi  fn?<--t 


for.  *)  ^  ^  ^t-%^      -^^f7^TJ^M'l-Tt 


9  ^         ^  XXx  ^     |^_ 


P 


££ 


rfrffllflg3 


j%j  * 


£f£^ 


^tofe 


*  * 


*^r 


>.5.  ^      ^^      _^^    ^^H  _  *         •#■       ^_  1     *  -  T^    ^Nfc.      Nk^    w 


£ 


WfTT'^f^' 


i 


^^ 


i 


IKSf 


ffl 


^ 


r*-» 


?—~? 


-^r9 


m 


m 


rffrtfS 


F^3czg 


^ 


^P 


£ 


*   3   *  1    o   x    .     •  ^   — ' 


N<?6, 


P 


» 


#      _#' 


T~*~^r 


*■—- * 


3  3 


^m 


w^ 


0       f+    -+"?"    ~f~0       0 


}  rr  rf  nT\E=FM 


ffis 


5=^ 


y~~y 


I 


*     * 


X_  1    X^.  1  X 


;u^ 


V!  7. 


■f3-?^i^ri  r- 


Pi         _        V    I    !*    I    I*    ' 


# 


3^2  S 


I      0    M  \      i 


WW1   '     V    V  -» 


d-Tjjr*  r*l*l 


tea 


.*_«. 


±-  J  ^  J;  .V  > 


^^^^ffil^'UHiU11 


3   X   3  2  X  3 

Each  hand  separately 


EXERCISE    ON  DISTANT  NOTES  . 

X   1  X  1    X  1X2X2X3X.3 


D« 


X   1    X  1   X  1X2X2X3  X3 


^^ 


1  ...iT'riI  r.i.  'ii  iPuhrri 


i %/ 


L±,~  ?. ~ 


I 


aR  1  l(  LE    2  '.' 
ON    INTERVALS  PLAYED  TOGETHER 


35 


Sometimes    the  Two   votes    which    form    an    Interval    are  to  be    played   together 
N'.'l. 


K.Hand. 
■+- 


(PP 


r^tr^ 


^^^ 


EXERCISES    ON    THIRDS. 

'l      I 


Tnr-s 


v&  V*'4iii 


I 


* 


\(l2  i    x   i  x 
'a    " 


4  i_  "  if  g^ 


(B 


L.Hand. 


S^^g 


m 


tipp?  ****&# 


t1>fl'0>jttt&£* 


1 


n 


L^fg»ggg^^ii^gggs 


\0%^ 


**** 


Try  J 
v  .1   2  :j 

X    '    *  » 


^  ?(£*&**»» 


^*-* 


2    3    2    3  -1       ^  Bj^ 


,4X€ 


2  3     2    3 

K?6.i  x    i   x 

3  2      ■     2 


N°7. 


1      X     l 
3      23 


,    x    ,     x  .    U     %    ..-£-#- 


g  ^  < 


g  gggg 


^=S^i 


X      i       X      ] 
2     3     2    3 


+     *    1    0    + 


I 


When  the  movement    is  not  too  quick  it  is  allowed    to  play   several 
consecutive   not«s  with  the  same  fingers. 


PPi 


«■ 


it.Hand 


To    play  a  scale  in  thirds  Descending  when  the   movement  is  quick  ,  always  glide  the' thumb, 

~- — —  x 

X 


Other  passages, 
X     x    v    v. 


*    *    *    X    X   v 
3      12    8     1 


X    X  X   v    >    v 
3     1   2   ?    ?     * 


Bad  fingering. 

X      X    X 


???*»»  3fmLJ    *?    2       *  ?   *  *   X   X  a_U   3??  i     i^x>(xx     X)f 


X       X    X    x 

J        12    3 


?    *  x  x    x   x  x      XX 

1  »  1  111    11 


R.H.     ^         x 
Good.  2         ? 


X         X     1 
2  2     3 


x    i      Y 

2     3        £ 


1 
3 

C3 


$ 


X  X 

2  2     3 


N 


*        2     3  -f-     +  s      \       -  i-W-   1JF-        f-  - 


U-^ 


-h= 


t* 


^ 


Ham   In«tr 


o.N    h\n  k  I  US. 

y.2.   2    3   *    a 


I 


Iftf •  f  f  r r  r  i  r  r  ,n  - 1  r  > } :  , ,  <feitoifyflfl^ 

L.  .Hand.  F^5^       r 


*pffi-gggg«^^  l"iq"ick,t 

if — — 1—Lj        LJJ    |   fl    I    ,*         Pa»«g»"  must 
™"^~    BSBS  by  gliding  th< 


movement  the 
be  played 
by  gliding  the  thumb  . 


w 


* 


1 


§^H^ 


EXERCISES  ON  SIXTHS 


y#i]*:y-^  fi~f:0'  the  * 


In  a  slow  movement 

Sixth  may  be    fin 

ed  in  the  following 

ner .    _      — -   - 


N°.  4'. 


*5-TO  rrffrttf f .. f fffo f rff  * , r*  r    , JTB 


¥m* 


W?¥\ 


HiP^S'jl^M^tii 

I        r*l  v     **  *«-  -  2   2  2  -^f  #  3  2   2   3 


^S 


77 


IE 


nil     The  Second  finger  must  not  be  used  in  gliding. 


EXERCISE    ON   OCTA\Kti 


R    Mm 


L.Haud 


mi. 


^y^iP 


:m 


3P=* 


-* #" 


^ 


4   j  ..  ..J  ^  r  r  r  ■  T "  r » r?=sh4 


I 


NB.   In  playing  the  foregoing  exercise,  carefully  avoid   placing  the  fingers 

Of  the  left    hand    which  are  not  used    (the   Is*  and   2»«?  )  between   the   strings    to 
serve   as  a  point    to  lean  upon,    a  fault  which  many  Harp  performers  are  guilty 

of,    tli  is  cianips  the   motion  of  the  hand,  especially,  when  octaves  are  to  be  player!  quirk  . 

However  when  several  consecutive  Octaves  on  the 
same  degree  are  played,  it  is  allowed  in  order  to 
support   the  hand,    to   rest    the  intermediary  fingers 

on  the    strings    without      striking  them  .    thus.    _        — 


*;»"■ 


^a 


a   d  *   *       'v#       *~~~ *     r 


m 


EXERCISES  ON   OCTAVES 


%  **  2  j  *■•>*+?*+  r  r  r  r  rr  r  r  ZjJJ  llu  u^  llu  Ll-^ 


t'i^ 


fyjp^ 


N':  a. 


£    ** 


i 


w?t 


rr?rr< 


'-Juj^'<**^2 


^m 


r 


Bad. 


rf£ 


^r¥^sft 


3     3 
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When  two    Intervals    are  joined    together,  tiny  are   fingered    thus: 

^    and  4*  3rdaiid5th  tt'-'Jand  6th  3^  and  7^  8*d and  8? 

^=j2 , J  o *_<2 x  o x  rj 


4t!!  and  8V?  5thand  8v:e    .         6th  and  8V.(> 


x  ? 


JZZZ 


ll  H   fl 


x  rj 


1 


7thand  8v.e  5th  and  7lh        4th  ail(j  6th 


4^- 


m^m 


"XTS 


m. 


f 


-«-g» 


-*-&- 


-3^&" 


-3-^ 


The   fingering   of  the  three    first    Intervals   change   when   they   are   followed    or   preceded    by  other 
notes    as  in  the  following   examples 


When  a  series  of  Intervals  occur, a«  in  the 
following  example,  the  fingering  must  not 
vary   at    every    chord  . 


'^i^lTTrHftiMlp 


EXERCISE  ON  TWO  INTERVALS  PLAYED  TOGETHER. 


Each  hand  separately 


Both  hands  together 


Two  Intervals  followed  by  a   Single  note    are  fingered  ,  thus • 

*-#■ 

l 

2 


T.        tr 


CHAPTER M 
ON    CHORDS. 


29 


Three  or  tour  lute  rials  played  at  once  form   a  Chord. 

The   notes    which    forma  chord  may  he    played  either  at  once  or  in  Arpeggio,  !h«  »etw«  wayswillbe  explained 

in  two    distinct    Articles. 

ARTICLE    1st. 

ON  CHORDS  THE  NOTES  OF  WHICH  ARE  STRUCK  AT  ONCE.  (ACCORDS  PLAGlUEs) 


To   play  the  notes  of   a    Chord   in  an  abrupt   manner,  the    four  fingers   must   be  placed  at  once  on  the  Btri 
which  they  are  to  strike  The  wrist  of  the  right  hand   must  lean  on  the  table  of  the  Harp  and  the  hand     must.   be 
strictly  kept  in  th»    position    explained    (  page  1!      that  it  may  pull  the  four  strings  at  once,  with  an  equal  i 
so  that    the  sound    of  one  note  may  not  be  louder  than  that  of  another 

NB.  Owing  to  the  position  of  the  fingers,  the  chords  which  have  a  Third  at  top  and  bottom,  and  which    ar«- 
marked    by   Asterisks   are  more  difficult  than  the  others,    therefore  the   student    must  practise  them    oftener 
thai    he   may  play  them  with  equal  facility. 

Let   him  practice  the  following  examples,    striking  the  Chords  with  equal   force   and  at  equal    intervals  of 
time,  without   stopping, on  the  more   difficult  chords  ^ 


EXERCISES 

M.-         iV'Oj    X 


N'.'6. 


y  it  ii  O-  y  i  ?  4  *  J  f  r  p  \   |    i    i    i    ■;    ■    i    i     i 


Each  hand  separately. 


^ 


- 


5 


i^+* 


u 


i 


* 


^ 


n 


+-# 


v-# 


*  X 


i  1 1  p  *=F 


N?8.  x+ 

R.H.  l 


£ 


Exercise  tui  Chorda  distant  from  each  other 


^S 


I 


p 


v  M       :i 


+-0~ 


-*-*- 


L.H. 


Each -ij- hand  separately. 
\ T 


15 


^*~\ — i=±   j  g   '    j=^        '    3*~r~XT      * 
*        *        f  %  r  i  -s-        *■ 

#-hand  separately.  -    0      ,  0  f 


i$r       In  the  foregoing  Examples  the  Chords  are  disposed  so  as  tc 

clear  of  consecutive    5*.  and  8th.8 which  would  tatoe  place     if   the 
10P8  following  disposition  was   made  use   of .     _  _ 


Bad. 


m 


4=dL 


ON  CHORDS   PLAYKD  IN  ARPEGGIO  . 

A    Chord  is  played    in  Arpeggio,     •  hen  the  notes  of  which  it  is  composed    are  played  in  succession,    and 
with  great   rapidity     1<  t  the  time  be  what  it.  will. 

Arpeggios  are  particularly  suited  to  the  Harp,   this  Instrument   being  unable  to  sustain  the  sounds,    and 
the  vibration    of  its  upper  strings  being  very  short,  it  is  necessary,  especially  in  slow  movements,  to  prolong  the 
-harmony  by  ficticious  means,  which  is  done  by  playing  as  much  as  possible  all  the  chords  in  Arpeggios. 
When  a  Chore!  is  played  in  Arpeggio  this  mark    I  orthisl  is  placed   before  it 
Right  hand. 
Written  |_ 

%J£-  |^         ""     the  chord  thus  ;  But  this  mark  is    not    in 


Played 


Jl       Some  Composers  make  use  of  a   line  across 


common  use. 


Arpeggios  for  the  Right  hand 


NB.  Arpeggios  generally  begin  by  the  lowest  note  of  the  chord 
Arpeggios  for  the  Left  hind 


§     j-  1 


Obs:  t8.'  In  a  quick  movement  chords  in  succession  are  seldom    played  in  Arpeggio,  as  it  would   retard 
the  speed  of^the  time  . 

Obs:  2n.d  When  a  Chord  is   played  Aijoggio    with  both  hands,  the  Left  hand   must  begin  first. 

ARPEGGIOS  WITH  BOTH   HANDS. 

Written  thus .  Played  thus .  ,    Exercise 

R.hand  ' 


L ■ hand 


I 


^ 


m.jfry  n,\nmw* 


%   ii  y^^^^^^^m 


5 


hr 


ObsrS;  Two  notes  joined  together,   although   they  do  not  forma  complete  chord,  may  be  likewise  played  in 

Arpeggio.  *  , 


EXERCISES  ON  ARPEGGIO. 


p     1  P  «  t  t 


^MrraffiF 


^V-r^ 


I 


%tfrrjf  ■B^i^pj 


&... 


N^7. 


1  *s, 


-f-        3  Xfm*    ~       i-^.121#_#  —     PT"  ^^ 


3  X  2X  1  X  *>X 


ii"  PWfl  PTO  PTT^ji PTTkr  n^f 


10  68       -; 


•13 


,"*_-     '        '-'^                             —                                -»-                                         *            -#"     1                   1       -#-                          -*-                             -#- 
1       B  -  m  .,  M  -  M     * — m — m — a a m — m » — -m -m —  ..   ..  . •?  --  2 f»    —  ■? _ — * * 


Wk 


{&•■  '»'/#'  v/.«  v/,*  v^^^^^^^^v^v^^g'z 


V.IV 


N'.JH. 


^=*=^r-*  *     **     *  *  *    V*   V#V    *  V     ly  #  #v  #  #  »###  * 


************  1V^     m      w  ^-aT 


^^E 


T— — 0~ 


X      X 


*_  *«*,,   *.  *— i-*0*-*— Hr       *-*  »^»  *^»  *^*  r«*  ***    **»  ***-"  '*-+    «*    m.m — L 

Tx7f?*#.%7x   *  W       ^?i*rfV#      *  *  r     m^f* Tn^ifi^?*-        y- 

X  '5    x    "         ■ 
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ON  THE   I'KDAl.s  . 


Th.   right  management  of  the  Pedals   form-,  ,,.,.•  of  the  most  essential  requisites  to  a  good   Harp  performer, 
hi   the  Modulations  on  that  Instrument     cannot  be  introduced  without   their  assistance;    therefore  the  Student 
must    pay  the   greatest   attention  to  the  precepts  and   examples  given     in  this  chapler. 

The  explanations  to  be  given  on  the  Pedals  relates  only  to  the  Mechanism,  and  not  In  the  K-y  in  which 
music  Inr  th-  Harp  should  he  played,  let  the  pupil  put  the  Instrument  in  its  Natural  Key,.  -.,..,-  is  to  say 
With   all  the    Pedals  Up.  that   he  may   see  the   effect   of  each   pedal 

Therefore  if  the  pupil  has  a  Common  harp,  let  him   put  it  in  the  key  of  Ep.  if  heliasa  harp  with  Double 
Action,    let    him  put  it  in  the   key  of  Cp.  The  pedals    serve  to  raise  the   notes   One  Semitone    on    the     eolBIUOl 
Harp,  or  Two  Semitones   on  the  Harp  with  Double  action:    There  -are  as   many    pedals  as  notes   in  the  scale  , 
viz    Seven   #    all  the  Es  correspond  to   one  pedal,   all  the  Fs  to  another.  &c. 

The  Pedals  are   placed   round   the  Pedestal  of  the  harp,  in  the  following  order,  the  Three  pedals     on    the 
Left    hand,   correspond  to  the  Bs  the  Cs  and  Ds.the  Four  pedals  on  the  Right  hand   side  correspond   to  the  Es. 
Fs^Gsand  As  .+  The  pedals  are  moved   by  Pressing  on  any  of  them  the  extremity  of  the  foot  (either  right  or  left 
**  When  a  Sharp  or  a  Natural  is  accidentally  introduced  .  the  pedal  need   not.be  fixed    into  the  notch.      But 
kept  down  with  the  foot  during  the  length  of  the  note:  but  when  the  Sharp  or  Natural  is  after  the  Clef,  or  when 
the  modulation  lasts  for  sometime, the  pedal 'must  be  fixed,  after  having  been  pressed,    by  drawing  it    into      th< 
N   •<  h   cut  on   purpose  in  the  Pedestal  of  the  Harp. this  gives  the  performer  the  free  use  of  his   foot   for  anothei 
pedal    if  wanted  .    (See  ihe  plate   figure  5.) 

On  the  Common  Harp  each  Pedal  only  produces  a  Single  effect  on  the  string  to  which  it  corresponds.that 
is  to  say,  it  sharpens  the  string  a  Semitone,  Because  the  pedal  when  pressed  by  the  foot  and  placed  iuthe 
notch  cannot  be  lowered  any  more 


Natural  sound  .  A  Semitone  higher. 


P 


Ex:  On  the  Common  Harp  .  Lf  \y  $  '       1  Y0- — -*"  """"IT  Effect   produced  by  pressing 

I  1  I  IT  the     Pedal   . 


It  is  the  same    for  the  other  Six  notes   of  the  Scale. 

Upon  the  Harp  with  the  Double  action, each  Pedal  sharpens  the  string  two  successive  semitones,  because 
after  it  has  been  pres>ed  by  the  foot  and  placed  into  the  first  notch,  it  maybe  still  pressed  a  second  time, 
and    placed  into  the  second   notch  .(See  the  plate  Fig:  5.) 

Natural  sound  .  First   Semitone  .  Second     Semitone  . 


m 


-9-*- 


First  effect,  the  Pedal  being  pre- 
Led  and  placed  into  the  first  notch. 


-3-#^ 


Second  effect.  th»   IVdal  being  press 
ed  and  placed  into  the  second  notch. 


*     Th     ^"mrnon  Harp   has  the  samf    number  of  Pedal. 
*  *    In  pressing  the  PedaJs  only  the  extremity  of  the  foot  must  be  used  ,  the  Hi  els  muflt  be  kept  elevated.  ># 

^thepltteFig:  J.  ,..       ,  „(;, 


iJ4 


0\  Harp      ith  (I       i*. iiibt*1  Action  n  performer  tan  play  in  Twenty  seven  keys.    Fifteen    major     and 

Twelve    minor,  »: 

h  Sharps  C,G,D,A,E,B,F#,C#.  with  Flats  Fl|,Bb,Eb,Ab,Db,Gb,Cb. 

Minor  keys  with  Sharps    A,E,B,Fi.C#.  with   Flats  D.G,C,F,BP.KP.AP. 

Whereas    on  the  Common  Harp  he  can  only   play  in  thirteen  keys,  Eight  major,  and  Five  minor. 
1st     When   all  the  Pedals  are  Up,  the  Harp  is  in  the  key  of  Cb  major,  and  all  the    notes  of  the   Scale'  are  Flat 
(Ex:  I.)  See  the   plate    Fig:  1. 

2m.'    Wheu  ail  the  Pedals      re        the  first   rest,  the  Harp  is  in  C$  major.    (Ex:  2.)    Fig:  2. 
3   .    When  all   the   Pedals  are  at  their  second    rest,  the  Harp  is  in  C?  major.    (Ex:  3.)  Fig:  3. 

'       Ex:l. 

tw  ii  Mk  unfcv. .  j^i,  'jjjJJJ'i'JJjj;  ^^ 

Ex.  2.  i  , 


The  Seyen    Pedals  at   the     |     n  \  *  ,  ,        i        I         I         1        1      J       I       J        1        I        1        I        i        ,  B 

\firt\  j  j  J  J  J  j  J  '  1  ^-^>  J  J  J-^pE 


The  Seven   Pedals  at  their  I    U*f~  * 


second  resi 


J.^M.1    IJJ     llJ 


±-L±lX^S. 


On  ihe  Common  Harp  when  all  the  Pedals  are  up,  the  Harp  is  in  the  key  of  Eb  major.  (Ex:  1  .) 
When    all  the  Pedals  are  fixYl   the  Harp  is  in  E  major.  (Ex:  2.) 


Ex:l. 


Ex:2. 

3p£ 


\f>  ,  .J  J  r  -  ^^1  y^T"*^  ;  r  ■  ^ 


()hs:    All  the  Lessons  and    Exercises   of  this  Method  are  written  in  the  key  of  C  ,  the  Natural  key  of   Music,   ai 
ihe  b^st    calculated   on  the  Harp  with  the   Double  movement    for   Modulating  either  into  keys  with  Sharps  .  o, 
into  the  keys  with    Flats,  as   may  be  seen    by  the  following   Example  . 


Major  k»ys  with  Flats  at  the  signature  . 
ri.fixDft.     Unfix  AH.  Unfix  EC.Un fix  Bi. 


^rv      I ,  b: 


-^-■i — n— r^-V 


jy      !> 


Central    Key.         Major  keys  with  Sharps  at  the  signature  . 
FixFS.      FixC*.      FixG*.    Fix  DS 


22: 


A'?.  Eb.        Bb.        F. 

UnfixGtj.        UnfixCH.       Unfix  Ft}. 


"6    o 


4     o     Hi 


^V^r 


*=* 


n. 


A. 


E. 


Fix  A-  FixE#,  Fi\B? 


-^ti — i**v-  g 

iVs'-L   »    !; 

tffi  ' ' °  »  '• — 1 

*y*-g=fc 

Fit. 


C*. 


t>.     rame  in  all  the  keys,  en  advantage    which,  the  Piano  Forte  does   not  poesies 


///,       1?  .'  ////<   -    /v/v//a///,//v///   •  ///V7//y////'  //v/./a/// 


lo«j  < 


3t) 


A    COMPARATIVE  VIEW  OF  ALL  THE  KEYS  THAT  CAN  BE  PLAYED  IN.ON  THE  HARP 


HARP   WITH   THE   DOUBLE  ACTION. 

Major  keys  with  sharps  Relative  Minor  key 

A. 


HI 


V 


* 


P 


* 


'#— £^ 


P 


icz: 


■**- 


&-&■ 


Fi. 


I 


Cs. 


=g 


£* ©- 


5*: 


e 


? 


ii 


-i — L 


ff*      ?   #»     ' 


*    The  Relative  Minor 
of  any  Major  Key  .   is 
played  a  Minor  H  .  "be_ 
low  or  a  Major  R  .n'mvp 
the  Major  K.  y  . 


c. 


G. 


THE  COMMON  HARP, 


Major  keys  with  sharp 


P 


P 


P 


\~n**- 


E. 


5 


P 


*£ 


h 


:zc 


* 


Z2. 


-6»- 


5= 


3T 


Relative  Minor  keys 


^ 


-*** 


*pig 


i    .  tr 


HARP  WITH  THK  DOUBLE   ACTION  AND  ON  THE  COMMON  HARP. 


C. 


HARP  WITH  THF    DOITKl.T.    ACTION. 


Major  keys  with  thus. 


M  iiu'i"  keys. 


P 


I5L 


^7> 


-&- 


sb. 


P 


^^ 


-p 


G. 


F. 


B?. 


Eb. 


AJ. 


°=*?" 


P^P 


y    4— 


Q.[J 

p 


ft  k„  * 


3f 


^  b     g  ii'  • 


<P2 


» 


K 


5 


G>   hj    » 


2 


&S 


H 


Ktt 


22=2=2: 


5 


P 


THE    COMMON    HART.   . 
Major  keys.  Minor  keys 


A, 


I). 


P 


£x?: 


a 


p 


rr      ^ 


^Tpr 


P 


isp 


Hrrr   T'  Ft' 


KXKKi  l-ES  ON  THE  PEDALS  . 

Ofcsi  17   Whfii  a  P       I    -  to  remain  down  for  sonn-'  time,  it  must  be  drawn  into  the  Notch  cut  in  the  Pedestal  ot 
tut-  Harp;    The    -  \  B  or  A  .  are  generally  marked   under  the  notes. 

W    hi  the  same  Pedal  must   be  unfixed,  the  word  (Off )  is  generally  inserted. 
Obs:2*?     T     f  I        th«    fi  llowi    g   Exercises,     the     Harp  with  the  Double  action  must  be  iu  C:   that   is  to  sa\ 
with  the  Seven   Pedals  at   their  first  rest  .   the  Common  Harp  must  be  in  C  Major,  with  the  Pedals  of    B  .  E 
and  A  f  i\»  d  . 

Lithe  following  example  the  Pedal  of  F  must  be  pressed  without  being  fixed, as  the  F?  is  but  transient. 


>"B.    This  rwark  *  shr»>  vb>'n  the  Performer  on  the  Common  Harp   must    stop,    and  these    *  *  -wherehe  miy 
resurc.    the  Modulation. 

kC. 
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1 


^ **■ 


2Z 


Ex:  1. 
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ZZ 


1 


Se 


zt: 


IZZ 
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In  this  Example  the  Pedal  of  F  must  be  fixed  after  beinS  pressed  as  the  modulation  lasts  for  some  time. 
II.  LiG.  I    G. 

* Q- o Gl. 


■P  *     +    *      %  '»       *       * 


3E 
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Ex:  2. 


'.tlxFs 


ZZ 


ZZ 


I 


E 


ZZ      T 
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M    1  .laii-Mi    from  C  into  all  the  Kevs  with  Sharps  at  the  Signature. 
InC. 


ID. 
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I  fix  F5.| 


f  fixCS.  i 
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Modulation  from  C  into  all  tl\e  Major  Keys  whh  Flats  at  the  Signature. 
Slow.  C.  ,  F.  B?. 


^m^st. 


Ex:  3 
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Kxt^»  Keturn  tromCP  Major  jo  CR.        Qb    '  ,         ,  Db.         |  |        Ab.  i        I 
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Modulation  from  A  into  all  the  Minor  Keys  with  sharps  at  th< 


Modulation  from  A  Minor  into  all  the  Minor  Keys  with  Flats  at  the  Signature 
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Return   from  A  flat  to  A  natural.  gL 
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Observe,   when  a   passage  as  the   following    occurs,  the  Three    pedals  r~p  $^z 

ol   Kff,(i  ff  anrl    AQ  must   be  pressed   at  once  with  the  same   foot,  for  besides 
that    it   can   be  done-  wilhout   any   inconvenience,  since    Alfl  follows   immediately  F£    arid  G  is  not    heard  during  the 
short  time  that    the   foot  is  oil   the  other   pedals,   the  performer  could    not  in  a  quick   movement   find  time  en 
.nugh     to  fix  the  pedals  of  F  and  A. 

ON  THE  CHROMATIC  SCALE  . 

This  Scale  is  formed   by  a  series  of  Twelve  Semitones    alternately  Minor  and  Major 


Right 
Hand. 


NB    On  the  common  Harp  the  A*  marked  with  the  Asterisk  *  is  played  on  Bb. 
EXERCISE  ON  OCTAVES  WITH  CHROMATIC  NOTES 


Right 
Hand 


Left 
Hand 


Some  Performers   play  a  succession  of  semitones  in    ascending 
by  playing  only  the  natural  notes,    leaving  to  the  ribration    of  the 
string    suddenly  pressed   by  the  pedal,    to  form  the  sound     of   the 
Sharp, without      striking  the  string  a  second  time.   __         _        


Not  played  Outproduced  by 
tthe  vibration  of  the  stringy 


Played. 


In  a   Descending    series   they    play  the  Chromatic 
in   the   following    manner  _         _         _  _ 


Played.  'Not  played.  Played.  'Not  played  . 


This    mode    of  playing  produces    a  wretched    effect,    as  it  destroys   the  two  principal  requisites  for  a 

good    Execution,  viz:    Equality   and    distinctness    in  the  sounds,    In  the   first    place    the  sound    is   not  distinct. 

and    does  not   reach  precisely  the  degree  and  pitch  which  it  should  have;    and    secondly, the  sound  is  not  equal 

lv   stmng  in  hoth  notes,   for  it  becomes  weaker    as  the  vibration  of  the    string  becomes   so. 
IOCS  ->.... 


12 


CHAPTER  Mil 
ON  BORROWED  NOTES    . 

To  extend  the  narrow  limits  within  which    Musical  composition  fur  the  Common  Harp  are  confined,  ow 
in^  to  its   imperfect  inn,  Borrowed  Notes    must  be  used,  that  is   to  say  that  when  the  Sharp  of  a   note    cannot 
he   played  .  the  Flat  of  the  note  above    is   played    instead  of  it  ,  anil  vice  versa  ,  When  the  flat  of  a  note     cannot 
be  played,  the  sharp  of  the  note  below  is  taken  fur  it  . 


Written 


Played 


For  F?   which  cannot  be  played  oil  the  Common  Harp  ,  is  substituted  B t) ,  for  Cb  ,  Bt|  .  for  Gb.  FC.&c: 

Obs:  The  inconvenience  arising  from  borrowed  notes  is  very  great,  for  besides   that   the  necessity  of    striki  \S 
the  same  string  twice  hinders  the  rapidity  of  the  execution,  and  that  the  Action   efthe   pedals    destroys    it - 
equality,  the  fingering   is  changed  ,  so  that  borrowed   notes   can  only   be  introduced  in  a  slow  movement,     OP 


in  playing   chords 


Writtei 


Played  . 
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An  attentive  perusal  of  the  Diagrams  Page  36  will  display  to  the  student  the  rich  resources  of  the 
Harp  with  the  Double  action  ,  and  the  inutility  of  borrowed  notes  on  that  Instrument  ,  which  can  expres 
any  note  in  its  true  state:  However  when  a  Double  Sharp  ora  Double  Flat  occurs  (which  is  very  seldom 
the  case)  borrowed   notes   becomes    necessary.  #. 

dfci 


Written  . 


Played  . 


ft.  :j  j  ■  r  '^  (f "•■  ■  *')  i 
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♦      To  express  a   Double  Shnrp  or  Double  Flat,  even   on  the  Patpnt  Harp  a  Third    action    of  tht  IVdals  would    be 


necessary,  which   would    rpnder    the  Mechanism    te>>  romplit 

H     -n    li 


CHAFI'ER  l\ 

ON  GRAUK8 


.'races    are  Notes    added  tx>  a  principal  one,  for  (he  sake  of  Embellishment  or  Expression .   The  chief' gi 
cesinethe  Appoggiatura  the  Turn,  and  the   Shake. 

ART  l1.  ON  THE  APPOGG1ATURA  OR  SMALL  NOTES. 

The  length  of  the   Appoggiatura   is  not  strictly  fixed,  it  depends  chiefly  on  the  character  and  expression  o< 
the  piece;  Generally  speaking    (especially  in  slow  movements)    it  is  equal  to  one   half  of  the  Long  note    before 
which  it  is  placed . 


The  Appoggiatura   is  always   played   Legato  with  the  following  long  note 


Appoggiatura 
written  thus . 


PI  a 


h- 


* — .1 


l£=£Z 


&T— • '  2 i 


I  ^^tfJ-t-f^fTTTfrl 


Sometimes  when  a  Composer  wishes  to  fix  the  precise  length  of  the  Appoggiatura, he  expresses  it    in  the  fol. 
lowing  manner. 


Written  thus 


^p,,^-^^  i  if  gftm 


EXERCISE  ON  APPOGGIATIRAS . 


Written.! 


Played. 


P 


j>  ,,f  Jr 


1 


1  k$*.AlTf 


When  two  Appoggiaturas  occur,    the  Second  of  which  is  above  the     ei«,_  ^ 

Principal    note,  In  a  slow  movement   they  must  be    fingered  thusj-    _  ^7T~    .LyT      ;y\-     ~-^  f       * -^' 


2X  3  X  l  x  1  X 


pressing  the  thumb  on  the   second    Appoggiatura.  *- 

This  mode  of  fingering  closely  connect!   the  second    Appoggiatura  to  the   principal  note,  and  contributi 
to  the  expression  . 

In  a  Quick  movement  the  following   fingering  may  be  used  . 


Ex:l. 


fffr  frJlfilf    I  "ij"    nVlAJ'WjII 


Written.  J 
Played. 

tons 


An  Appoggiatura  placed  before  one  of  the  notes  of  a  Chord,  is  played  as  in  the  following    Examples 
In  a  Slow  movement.  In  a  Quick  movement.]     In  a  Slow  movement-. 


*=3 


C'  2  8      .  V  ~ 


a 


>Vl1'"  "   '}     '  '     -'-.  P°Sg>  tor*  occurs,    in  a  Slow    movement,   it    is  played   as  at    A,    and  iu   a    Quick 
movement    n>   ,,t    B . 


Written 


Played  . 


ARTICLE   2nd   ON  TURNS  . 

The  Turn  consists  of  Three  Notes,  the  principal   nnie  .  the  note  above 
and  the  note  he!..*.   i<  i*  expressed    in  the  following   m.muer  thus    ^ 
Ex:l.  EXERCISES  ON    TURNS   . 


Written.  Played. 


W{' ^.'~~r^gg 


=^si 


>o  '»,«' 


"i    i  * 


1     ''21 


('  rj-0'd*f-rez**-t± 


1    »  I  2  I 


f^,« 


is: 


O     .  -J-     '^--r  &■ 


I 


1    2     J 


ruSpi^j  i^ji-^i 


Kx:  2. 


Ex:  3. 


I 


s 


-&-'^r*x   ^V?*      -©••?♦»♦*  ^9- 
1     x  1  2  1  2     l  2  ?  2 


a'*  *' 


rj4*,'     \c^r. 


*  1   .,  X 


1    x  i  2  1  ' — ' ' — '  2    1  8  a  8       '  "  '    '  1     '  M  a  l? 


The  Turn  may  be  made  on*one  of  the  notes  of  a  Chord   either  at  the  Top  or  Bottom. 


Writtei 


PI 


J* •» 


f.    f  i<y   !■ 

-^ — ,  ,,  -~ 


FP 


Obs:l.  When  the  sign  denoting  a  Turn    ow   is  preceded   by  a  Flat  thus  b  <-~    the  First   note    of  the   Turn 

must  be  Flat,    (see  A.) 
Obs:  2   When  it  is  preceded  by  a  J  the  First  note  is  to  be  Natural,  (see  B .)     : 
0bs:3.When  the  sign  it  followed  by  a  $    the  Last  note  must  be  played    Sharp  (see  C)    on  the   contrary 

when    the  sign  is  followed  by  a  Natural  the  Last  note  must  be  so.  (see  D.) 
Obs:4.  When  a  Sharp  is  placed  Below  the  tign,fhe  Third   note  of  the  Turn  must  be   Sharp,  (see  E  .)     on  the 

contrary   when  a  Natural    is  placed  Below  the  sign  the  Third  note  must  be  so  .  (see  F.) 


Written 


Played. 


*"^H  1X1   2  i  ' —        i    X  12V1  J ?  * 

i : e**_, 


Tl  ►    inverted  Turn  begins   by  the   Lowest  note    and  is  expressed  thus  f_      ■  ^        f 

II         j     .. 


ax 


m&m. 


Written.  Plsyed, 


ARTICLE  3l 
ON    THK    SHAKE  . 


.., 


The  Shake  is  an  alternate  ami  quick  repetition  oi  Two  notes,  the  principal  Dote  and  the  note  above;  H 
always  begins  from  the  semitone  or  lone  above  the  principal  note  in  playing  a  Shake  the  Ai  iu  and  Wrist 
must  not   move,    the  Fingers  alone  must  ad  . 


Shake  1st 
Written,  hr  _      _ 


Conclusion.  Another  ronclnsion. 

-  i  fr.      _    -    -  pa 


m 


Begin  at  first  slowly  and  accellerate  gradually 

v    i     *    l     y  l    x   l    *  l  *      xixi 


v  1  v  l    <>  v  x  l  X  l 2  x  i    •> 


\^^^^uf^d^mMmmm 


5M1  shake 


! x-nri — ^ n  ^~r^ 

1068  }J   pri  hir.r; 


4>i 


Writte 


Double  Shake  with  tiie  Right  hand 


Double  Shake  with  the  Left  hand  . 


"<S 


Played. 


£ 


! 


Shake  at  the  Sixth    for  the  Right  hand 


Shake  at  the' Sixth  for  the  Left  hand. 


Written. 


Played 


IS^E 


1 


3  2   3    2   3  2 
Shake  at  the    Sixth  with  both    hands  together. 


xixixixi.  a 

TTfli "  '  ''■   '"    "  '     rK 


8     3    2    8  2  3  2   3 


R.Hand 


i 


>c_<     ,  J  Z3    i«Z53 


* 


3fT^fT^   a^  :iJ-^^d '  J  '  J  '  J  '  J 


m 


*-*-+ 


-6 


a 


rv  *r 


L.Hanri  .ftg5-^  a  ^  JtV-j  ^-i 


_L# 


-3-* 


f  fffWfPf 


J 


I 


i 


Shake  at  the  Third  and  at  the  Sixth  . 


Less  used   but  much  easier. 


^  ^^r^gj^i  ^'ffj^jr^^pii 


Some   Performers  often  introduce  thii  Shake.which   is   evidently  vicious,  for  the  chief  beauty  of  the  shake 
consists  in  the  perfect  eouality  of  the  sound  between  the  Two   n  tet  which  form  the  shake,  and  here  thii   equal 
_ity  does  not  exist.  »utce  two  note*  a*e  played  in  one  part  of  the  ihake  and  only  one  in  the  other. 


Shake  on  the  "Upper  note: 
xixi 


RHand 


OF  THE  ACCOMPAMED  SHAKE  . 

Shake  on  the  Lower  note, 

i    xx,x. 


2    2    2 


^fe 


V  I         ' 1 \ 1 i i i 1 1— 


'III 


i 

*"273 


i  >G8 


o    2  I,    2    '2 


T    -     7 


l3  ,'3    4  I  3  ' «  :  ;i  '  <* 


JiV-'JJJJJiA 


Harr>  Iniftr 


2323 


t 


CHAPTER    X 
ON    HARMONIC    BOUNDS    . 


The  term    Harmonic   is  applied  to  fhose    sound,   whirh  ei    the    Harp   are    produced    by    Posing    the 
flesh)    part  of  the  hand    lightly,   or  the  Edge  of  the    palm  of  '.  oi    the  middle   of    the  strings, 

Striking      them    at    the    ^m-  tin,      with  the  lingers,    which  art    kept    »«  I    position    nearly    vertical. and 
rather    leaning  on  the  strings. 

TheeffMt    produced  is  easily  explained  ,    for ;  according  to   natural    Philosophy,  the  sound  of  onehalf 
of  a  string    is  an  Octave   above  the  sound  given   by  the  whole  string,   and   here  the  Palm   0f  the  hand 
divides    ihe   string   into  Two    parts   as    a    bridge  would   do. 

0l"",;     ,J''A    **»«**»«    Palm  of  the  ha.,d    is    place,!   on  the    Fov.t  h    pari    of  the   string  -fr.om  the  „,. 
per    .  sound    given  la   at   the   Double   Octave    of  the  Open  string;    and  when   placed  on  one  Third 

of  the  string,   th<    sound    given  .ik/a*   the   Fifth  of  the  Open  string:    But  why  the -sound  produced  hy  any 
of  these    Intervals   diffrrs   in   quality  from    that   of  the  Ope,,  string  is -a  ftuejrtion^of  too  Philowphical  a 
nature  for  eur   present "'  consideration  .  • 

The   Harmonic  .sounds   being  very   sweet    and   calculated  to  produce    great   effects    the    Scholar    must 
study    attentively -to  produce   them  with    facility,  and  certainty.    No  other  direction    besides    what    ha* 
"just  been  mentioned    can  be  given  towards    producing  them,  Practice  alone    given  the  Student  facility 
and    ease   in  that  respect 

Harmonic  sounds    are  generally  introduced    in  passages   for  the  Left  hand     and    within     the    comnass 
of  the  Two    middle  Octaves  ;    However,  they  must    be  practiced     also  with  the  Right  hand  on   the  upper 
strings  ,    But    they  are  difficult  of  execution   on    account    of  the  common  position  of  the  hand. 

Harmonic  sounds  are  played  with  the  Right  hand  in  the  same  manner  as  with  the  Left  hand  , 
they  may  likewise  be  played  by' pressing  the  side  of  the  First  joint  of  the  Forefinger  against 
the    middle    of  the   string,      striking    at  the  same   time    the  string  with  the  Thumb 

A    Performer    may,  by    placing    the    palm    of  the   Left  hand     on   the   middle   of  two    or  three  d if . 
fcreiit    strings,    Strickeat    once     with   the    fingers    of  the    same    hand,      a    note,  its    thids  and  fifth. 
Or  the   whole   of   a    common    chord,    afterwards  he   may   venture    long    passages    in    Harmonic  sounds 
which,  if    properly     composed,    will    unite     a     regular    Harmony    to    the '  most   enchanting  sound  erer 
produced     l«y  any    Instrument,  the  Harmonica   excepted. 


H?rp   ln?tr 


A  Performer  should    out  b  introduce   lung    passages  in  Harmonic   sounds    as.  in  the    Examples 

Sixth  ami  Seventh  at,  the  bottom  of  this  page, which, for  want  of  a  Bass,  becomes  monotonous  and  tire 
some.  Lastly  trie  effect  produced  by  the  Harmonic  sounds, when  properly  introduced  in  Harp  Music  . 
may  be  compared  to  the  effect   produced    by  the  wind    Instruments  in    Haydn's   fine  Symphonies. 

NB.  Single  notes    in  Harmonic    sounds   are    played  with  the  Thumb  of  either  hand  ,  two   or  three  note 
are   played   as  in  the  Fourth    example  . 

The  mark(o)  denotes  when  th«   noies  are  to  be  played  in  this  manner  as  in  the   following  examples- 

Harmonic  sounds  with  the  Right  Hand. 
Harmonic  sounds  with  the  Left  Hand. 


Ex:  2 


Ex:  3 


'  X     I1      I       i       '  '  I  I  I 


Harmonic  sounds   in  Thirds  . 


.  te-ri  ii  »i  if  ^ffr^'fj^^^ 


f=m 


o^oe^jo^ 


1 — n — ' r — \ 

Three  Harmonic   sounds  at   Once. 


^E 


-.«.  ^m^=^-^Jl^-^^^^^^^ 


Harmonic  sounds  with  Both  Hands. 


Ex:  5. 


PIPI 


OO    •  0* 


nzr 


-fr© 


§§i 


SZ2I 


3021 


o-g-  •  o»    °-&-     o-g- 


^ 


Trer 


06     vu    l+& — v&- 


1 


OH©" 


|iip  «fl  |T  ? 


£ 


0  0        ^ft 


HHH 


Harmonic  sounds  played  with  each  hand  Alternately. 


Ex:6 


Ex:7„ 


'"  J:  J1- A        ^^ 

7T ufo °  T  °    o  I*  o — IT      it- 


=c=l 


™, 


0 ; 


o  u 

^    ^         K  V  ^i 


j  E  i^'fl-  Mf^^^ 


1 


irn 


TOIFFES  OR  DAMPED  SOUNDS 


4a 


ON  THE 

The  Sons  Etouffes  (Damped  Bouudi  )    we  those   the  Vibration   of  which    is  suddenly    stopt    by    means  of 
the   hand . 

The   Sous  Etouffes  are  seldom   introduced    in  the  right   hand    but  generally    in  the  left  . 

To  play   properly  the    Sous   Etouffes   vwth  the  left   hand,  the   Palm   of  the   hand    must    be   placed  very d>' 
to  the  Strings,  to  be  ready  to  stop  the  vibration  of  the   sound     as  soon  as  the  finger  has  struck  the  string. 

In   playing  a  succession  of  Uotes  with  the    Sons  Etouffes  .  the  Left   hand    must    not,  at  each  note,  recede  from 
the  strings.  But  the  fingers    being  kept  close  together  ami  stretched  out.  their  extremities  should   lean  on 
the    strings    to  enable  the  palm  of  the  hand  to  Damp  their  vibration    with   rapidity  and  precision. The  thumb 
is   generally   used  to  produce  the  Sons  Etouffes   in  single   notes ;  But  when    two   or  three  notes    are  to  he  played 
en  Sons   Etouffes,  they  are  fingered   as  in  Example  Second. 

NB.  When  the  Sons  Etouffes  are  introduced  at  the  right   hand, which  is    |    n  -  I      ~1     m    J     f    f    II 

lacing  the    finger  on   K?)      0--x~x      \        |       I         '  IL 


seldom  the  case, they  are  produced    by  immediately  rep 
the  string  which  has  been  struck  . 

Sons  Etouffes  .       _         _      _ 
Kk:1  .  Jip 


J 


icdxm*m-* 


trn  r'r-rr 


f 


?=* 


E 


=#=F 


z^r 


I 


*     Sons  Etouffes  .    — 


=*=£ 


-*-# 


-*-* 


-ft 


*       x  -0- 


%   u 


-f-    ■£ 


1 


Ex:  2. 


P 


W 


^ 


v=g 


To  play  a  Chord  with  the. Sons  Etouffes, the  chord  must  beat  first   played  in  Arpeggio,    and   the  whole 
hand  must  be  quickly  placed  on 'all  the  notes  which   have   been   struck  to  form  the  chord  . 
Sons  Etouffes . 

Ex:3.Epi£n 


-f 


ii  &  I 


% 


T 


5t 


F 


s 


i 


^r? 


« 


XZ2 


I 


The  ordinary  position  of  the  right  hand  prevents  the  performer   from  playing  a  chord  with  the    Sons  _ 
Etouffes,  in  the  same   manner  as  with  the  left  hand*  Therefore  the  ribration  of  the  strings  must  be  stopt  by 

< 

placing   successively  and  suddenly  on  the  sitings,  the  fingers  which  struck  the  chord. 

With  both  hands. 


Chords  with  the   Sons  Etouffea. 
Right  hand. 


Ex:4 


gggajii4#ji 


slow.    |      |     ,      ;       ;      I      1       j 


j 


tj^if±rH^ 


\*  tV  >»  >9  +£ 
.it  it  & 

*      Some  Performers  damp  the  vibration  of  the  string  with  the  finger,  which  is  a    hindrance  to  a  rapid 


execution 


"Psr-n    Tn«trJ 


CHAPTER 
ON  THE  MANNER  C        '..  XQ 

TWO  OR  THREE  FA  UTS.  WITH  THE  SAME  HAND 


In  the  Introduction  of  this  Work. the  Author   insisted   strongly  on  the  necessity  of  going  beyond  the  narrow 
limits  within  which  most  of  the.Oumpwsers    forth*'  Harp    have    hitherto  confined     themselves,    and  to    follow 
the  new  tracks  opened    by  all  great    Pianists   performing    at  the    same    time    two, and   even  three    parts   with 
the  game   haul,   which   is    (he  only  was   to   gratify  the   ear  by  a  complete  harmony,    But  as  the  difficulties  at_ 
tending  this  species  of  performance    might   stop  the  Student,    it  becomes  necessary  to  show  him  the  manner 
of  ore  rooming    those    lifficulties. 

The  following  Example  shows   how  Two  parts  maybe  played   by  the  same  hand  . 


Kx:l 


■^o- 


+±zt 


+9 


B* 


W^% 


-€h 


Z 


I 


fy 


This  Example  forms  a   Duett  and   might   hare   been  written  on  two  staves,  thus: 

m  I  O^  ^^ — *0  * 


>^j^r^i 


ZL 


cg±a 


*±c 


-a- 


^j.  ijJij  \j\L^m 


n 


*  -  ri 


^9- 


~*T 


The  foregoing  Example  maybe  performed  on  the  Harp  as  if  written  on  One  stave, thus; 

l    i    3 — ^!- 


I 


^ 


"■.  ,  0 


*    1    I 


e 


J  rti  r ;  a  ^  rt-^^BB 


«^s  '  "  f  f  J  U  '  1  ' 

1    2  ^  1    2     3  ' 


5 


One  may  see  how  a  passage  understood  in  this  manner  is  easily  performed  ,  therefore,  the  student  must 
learn  early  the  habit  of  immediately  simplifying  all  passages  in  several  parts,  to  be  played  with  Ou» 
hand;     taking   no  notice   of  the  sustained  notes   which  occur. 

Observe  that  by  the  foregoing  manner  of  performing,  part  only  of  the    intention  of  the  Composer    is 
fulfilled;  the  notes  are  heard  in    succession    as  they   should     be;  but  the   dotted    Minims   are  not     heard 
with  the  same  intensity  of  sound   during  the  performance   of  the  other   corresponding   notes;    This    is  an 
inconvenience    peculiar  to  the  Ha rp  and  Piano_Forte  ,  which    Instruments  cannot     sustain   a    note;  On  the 
latter  this   inconvenience    is  remedied  as  much  as    possible .  bv  keeping    the  Finger  on   each  dotted    Minim, 
during  the  whole  of  its  length,  the   same  thing  can  be  partly  done  on  the  Harp,    first  by  sinking     the  dot  . 
ted  Minims  with  more  force,  that   the  sound  may  continue  longer,  next,  by  Not  damping  the  so.mdof  the 
string. after  the  note  has   been  struck,  that  the  vibrations  may  continue  as  on  the   Piano   Forte. 


1068 


r„ 


51 
'This   forms  a  General   Rule   which  the  student    must  have    present    in  his    mind   when   passages  ofthil 
description   occur;  which  is   frequently   the  case    in  pieces    in  which  the   same    hand     has  two  or  three  parts 
to  play,  as  sustained   notes    are   generally   introduced    in  ohe  of  the  parts. 


Kx:\. 


Written  . 


Played 


m 


EXERCISES  FORTHE  RIGHT  HAND  . 


Ex:  2. 


Slow 


rfV^'L0  ■  'rIfHir 


3. 


bUtt 


^ff^g 


n  n  i'i  ,    ^  i     i  I — i       \]~.  j]jj        J. 


v  *    V     ~       .  I  Xw  *      i  X  ^  "#"^  Jt?  X 


Ex:  3.     ^^     ,*"  ^^    Ex:  4. 


.<P§P 


■J     JlJj     I-  J|,lv)       •  J.lJ.    J.=^# 


Si 


ti^'fijia's 


n^liWP 


*  0 1    o     1 


— • 1 r-* — * i—i wr- 1 — x X n* v r* Z~ — W^^iL — rr»-^ 2  j§  j# 


Ex:l. 


Written. 


Played  . 


EXERCISES  FORTHE  LEFT  HAND  . 


^p^ 


p^e 


i 


XX        x       x 


^#tJ;l^^    ll^jgg^p^l 


-T  J    J   J 


@C     ,;g     " 


^ 


F^ 


# # # 


-©- 


,].,),.  j 


PPS 


zsz: 


I 


:nJ'F*FTF 


fefe 


*# 


?? 


4-* 


21 


xg 


lap  apYp    [vLjr  *»= 


!l-ij:    j   ir    "••■2-J--      -  i 


susnii; 


1  _. x  ,  x       xx Jj*V*>     <>"5 1"*! 'T  '      1 


i — i 1 l— r- 

x  x 

i"1— ...  if- 


CHAPTER  Xlil 
EXPLANATION  OF  SIGNS    AND  TERMS 

PECl  LIAR  TO  HARP  MUSIC  . 


The  words  Pies  de  la  Table  (Near  the  Sound  Board)  when 
placed  over  or  under  a  passage,  show  that  the  sitings  must  he 
struck  Close  to  the  rounding  board,  the  strings  being  unequally 
divided, the    sound    beconfes   more    shrill. 


1'rrg  de   la  table 


** 


N>  ar  the  Sounding  Board 


h<i~    sometimes    other    significations, 

j L 


?£*. 


■  ^'Cr-  I'f fira^a^fegE 

•   ~J kr^— as^+— i-U*^ mfeb    '  i ' — **- 


In  the  Exercises  of  the  tii'st  part,   the  Author  has   marked  the  notes  to  be  played  b^    gliding  the  Thumb 

or  the  Little  finger    by  a   Semi_circle  thus-.  --~        ~~-    ,  ihj>  m •■■' 
Is*       When    placed   over  Dots,  all  the  notes  are  to  be  played  with 

the    First  finger,  thus: 
2n?    When  a  Curved  line   is  placed  as  in  this  Example,  it    does 

not»  relate  to  fingering,  but  simply  shows  that  the  notes  must    be 

very  equal   and  closely  connected. 
S1"?    When  a  Slur  is  placed    as  in  this  example,  it  shows   that  the 

three  first    notes   under   the   line  must   be  played  with  the   three 

first  fingers,  the  four  following  notes  with  four  Consecutive    fin. 

gers    and   so  on  of  the  rest  . 
4*h     When  a  Slur  is  plactd(over  two  notes, (see  Ex-)  they  must  be  play 

ed    as  the  fingering  indicates,  giving  an  emphasis  to  the  note  play  _ 

ed  by  the  thumb  .  ■'  * 

When  several  notes  of  a  bar  are  to  be  played  with  one  hand  while  the  other  hand   plays  a  single  note, as  in 
the  following  example    at  A.  the  single  note  is  generally  placed   in  the  middle  of  the  bar, but    it  must  be  always 
struck  with  the  first  note  of  the  other  part,  as  if  written  as  at  B. 


^fgg^m^m 


Played. 


lx  1  X    1 


u '  [ttj  'FY jflflagi  ta^m^ 


§H 


zz: 


£5 


^f 


221 


1 


When  the  figure   8    is  placed   Under  a  note,  it  shows  that  the  Lower  octave  of  that  note  is  to  be  played  *ith 
it. (see  A)    But  when  the  8™  is  placed  AV^e  a  note  or  a  series  of  notes,  it   indicates  that  they  must  be  played  an 
Octave  higher  than  written  (seeB)  Untill  the  Italian  word-  Lo-o, which  signifies  a1  «he  itutal  place,  occurs.^  C) 


-VI 


Written 


^P 


i  m 


I0f;s 


H\&     _  Into. 


if 


i 
i 


VN  hen   the   Nctt^  dl    the  Bass    purl  come  too  near  the  Treble  part,    they  are  either    written  on  the  Bass 
sta>e    with  the   Treble  Clef,   or  on  the  Treble  stave*  the   student    must    get   familiar   with  these  two   particular 
ways    of  writing,  by    practising;   the  following    Lxcrciae  written    on  purpose  . 

Left  Hand. 


i 


■■  i-4-p— -i  I      ' 


^T 


m^mm^ 


CROSSING   THE  HANDS    EXPLAINED 


Frequently  in  performing  a  |  iece  of  Music  one  of  the  hand  must  pass  Over  the  other,  this  is 
generally  indicated  bv  the  letters  U.H.  which  signifies  Right  Hand,  or  by  the  letters  L.  H.  which 
signifies     Left    Ham!  . 
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Sometimes  the  Change  of  hands   is  indicated   only  by  the  different    directions   given  to  the    Stems    of 
the  Notes, which    are   turned    Upwards    for  the   Right    Hatld    and    Downwards   for  the   Left    Hand,    thus 
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TRIPLETS      EXPLAINED  . 

Oftentimes  in  Music  composed  for  the  Harp,  Triplets  are  to  be  played  with  one  hand  while  the 
other  hand  plays  notes  of  equal  length,  as  Triplets  cannot  be  perfectly  divided. and  played  to  notes 
of  equal    length,  they  jnust    be  played    a;   jn  the   following;     Examples. 

Triplets  with  the   Ri^nt   Hand    and  equal    holes  with  the  Left  hand. 


Triplets  with  the   Left  Hand    and  equal  notes  with  the  Right  hand. 
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Sometimes    Four  Semiquavers    are  to  he  played  with  one  hand,  whilst  the  other  hand   plays  a   Triplet, 
this  is  very  difficult,  and  no  fixed  rules   can  be  given  for  the  performance  of  these  passages,  the  Ear    must 
serve    as  a  j°;uide   and  the  performer  must  endeavour  to  end  this  triplet  on  the  last  semiquaver  of  the  group. 
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EXPLANATION 

Words. 

Ad  libitum   _      _      _•        I 
Agitato    _     _     _       _         I 
Accelerando  _     _ 
Animato  _     _     _     _      _ 

Affettuoso _       i 

Arpeggio   __       _  I 

Brillante  _      _      _       _! 

Calandu    _.     _     __  ; 

Crescendo    _       _ 

Con  fuoco    _ 

Com  espressioiu 
Da  Capo   _       _      _       _| 
Decrescendo  _ 
Diminuendo  _      _ 

Dolce    _       _      _       _' 

Forte  _       _     _     _     _  i 

Fortissimo  _       _ 

Mezzo  Forte    _ 

Pendendosi    _      _ 

Piano     _       _        

Pianissimo.     _     

Rallentando  _ 

Rinforzando    _     ^_ 

Kinforzato   _       _ 

Ritardundo    _       _ 

iForzando    _ 

^Sforzato    _ 

Scherzando    

Slefttando   _       

'Smorzando  _        _ 

Mancando    _       _ 
jMorendo     —        — 

Sostenuto     _       — 

Staccato        _        — 

Tenuto  _        _ 

This   mark    _      

This  mark     _      — 

This  mark    _       _ 


OF  THE  V 
Their  al 

Ad  lib:  _._'.- 
A. 

•  ! :    _ 
Anim':  _      _ 

Affet:    -      _     _ 
ArpS     _      ._    _ 

_       ..       . 
Cres:    oi      :        

Con  esp:   __ 
D.C.        _       _ 
'Decres :     —       _ 

iDim;      <^T    _ 

k 

Dol:      _       _      _ 

For:/_      _    ._ 
For;^- 

Mez?  For:  mf    _ 
Perd:  _       _ 
Pia-    or.  p.       _ 
Piam°  or  fp  fpp 
Rallent:   _     _    _ 

Rinfar:   Rinf:    _ 

*Ritar:   _       1      _ 

Sfor:    rc\f%    —     _  . 

Scher;    _      _     _ 
Slent:    _       _       _ 


S    TERMS  RELATING  TO  EXPRESSION. 

Their  meaning, 
le  Time  i->  left  to  the  discretion  'if  the  Perform) 
_       Agitated,  with   passion   ant   fire. 

The   speed  of  the  time  is  accellerate 
ii. 
_      Indie  •      ion. 

The  notes  of  th«  Chord  musl  be  playe<  I 

In  a  brilliant  and   animated    style. 
_       Diminishing  gradually  the  sound, and  slackening  the  til 
A   gradual  rise  of  the  sounds. 
With  spirit  and  fire. 
With  expression  and   feeling. 
Begin  the  Air  again  and  end  with  the  Firsl   sti 


— 


A  gradual  fall  of  the  sounds. 

0 

In  a  soft  manner 
Play   loud. 

Very     loud 

A   medium  between  Piano  and  Forte. 

Diminishing  gradually  the  sound. 

Soft 

As  soft  as  possible. 

Tiie  same  as  Calando. 

To  increase  the  sound    of  several  notes 

i  tv   <ame  as  Slenfando . 

A  stress  or  Emphasis  on  a  note. 

In  a  ■■!;'    '    I    nam  •  r 

The  time   i>  io  be  slackened. 


Smorz:    _      _      _     _|    The  passage  must  be  diminished  both  in  time  and  sou i 


S  o  3 :    . 
St ace : 

Ten      . 


Support    the  sound . 

The  notes  must  be  played   short  and  distinct. 

To  hold  the  notes   their-  full  value 

The  same  aS  Crescendo 

The  same  as    Decrescendo  . 

[Includes  both,  and   therefore  -implies   first    an 
[increase  and  then  a  diminution  of  sound  . 
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